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PREFACE 
This dissertation is an inqui~ into the nature of the 
piano sonata of the twentieth century with particular emphasis on 
its development in the United states. Since new revolution~ 
forces were everywhere apparent at the turn of the nineteenth 
century into the twentieth, in politics, economics, the sciences 
and arts, it seems fitting to inquire how one particular form of 
music, the piano sonata, was affected by these new tendencies. 
What would be the result upon the post-romantic sonata of the 
revolution inaugerated by stravinsky's ~ 2f Spring? How 
would form, subject matter, style of the piano sonata be altered 
if, indeed, it would be affected at all? It is these problems 
that will be the concern of the pages to follow. 
Representative works will be examined from composers 
of Western Europe, Russia, Central and South America, and the 
United States. Because of the vast number of works published 
since 1900, the dissertation cannot be complete but, rather, 
selective. Within reasonable limits, however, it purports to 
be comprehensive and to discuss the major works, the important 
trends as well as many minor and comparatively insignificant 
works. Not only are the masterpieces indicative of an era, 
but also the lesser works reflect the creative processes at 
work at a given time. 
After a brief summary of the development of 
ii 
the piano sonata, the sonatas of Europe will be examined commencing 
with those of Germany and Austria. Sonatas of Poland, Roumania, 
Czechoslavakia, Hungar,y and Russia will next be considered, after 
which the development of this form in France, Italy and Spain will 
be discussed. An inqtiir,y of Latin American Sonatas will be followed 
by an investigation of those of Great Bdtain.. Finally, sonatas of 
the United states will be surveyed. 
In considering each country, a brief historical background 
of those composers writing sonatas is included. The sonatas are 
analyzed according to: (1) musical form, (2) melodic development, 
(3) rhythmic elements, (4) harmonic characteristics, (5) contrapuntal 
devices, (6) pianistic styles and devices and (7) characteristics and 
trends. Contrasts, comparisons, similarities, influences are noted 
and an effort is made to ascertain the directions the sonata style 
has followed in each of the countries. 
In order to gather the particular characteristics of each 
sonata in one place, an appendix has been included in which the main 
features of each sonata are enumerated. In general, the more significant 
the work appears to be, the more length it is accorded in the appendix. 
There are exceptions, however, in which a fine sonata follows closely 
well-established forms and does not need an elaborate summation, and, 
likewise, some less-significant works because of unusual characteristics 
demand more space for explanation. 
To the best of my knowledge this subject has not 
been investigated to any extent. There are, of course, 
references and criticisms of various sonatas in books and 
articles on composer ' s works. Usually, however, these 
comments are brief and the sonatas are evaluated with 
regards to the particular composer being considered as 
a part of his total output, rather than any attempt to 
compare the sonatas with other works in this catego~. 
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INTRODUCTION 
The Clavier Sonata of the 18th and 19th Centuries 
~ 1770 the k~board sonata had evolved into a form which 
is still followed. While there are many deviations from what has 
become known as sonata-form, as, for example, sonatas of Heydn in 
which the sonata-allegro is monothematic, the greater number of 
sonatas followed in essence the following pattern. Compositions 
employing three or more movements, whether symphonies, quartets, or 
piano sonatas usually adhered in the first movement to the sonata-
allegro form. The framework of this form can be described as: 
1. an exposition in which the thematic material is presented; 
2. a development in which this material is utilized in a free 
manner; and 3. a recapitulation of the exposition with certain 
modifications. The exposition m~ be preceded by a slow intro-
duction which m~ or mey not have any melodic relationship with 
what is to fol low. Ordinarily, the exposition commences with the 
principal theme which is a well-defined melody in the tonality of 
the composition. A transition, or "bridge" passage, leads to the 
second theme or group of themes which often appear in the key of the 
dominant i:f the principal theme has been in a major tonality or most 
usually to the relative major if the principal theme has been in 
minor mode. It is characteristic of the earlier sonatas that the 
principal theme be forceful while the second theme assume a more 
lyrical quality. The exposition usually ends with a short closing 
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section which m~ consist of a single, brief theme or m~ be composed 
of patterns evolved from the preceding material. The first develop-
ments were rudimentary, gradually becoming more involved by the 
employment of such devices as melodic and rhythmic changes, 
contrapuntal devices, modulations, all designed to exploit the 
possibilities of development of the themes. A recapitulation 
follows in the tonic k~, it being customary to lead into this qy 
a skillfully devis.ed passage, usually a dOlllinant pedal-point wich, 
when resolved into the principal theme, gives a feeling of relief. 
The recapitulation is a more or less exact replica of the exposition 
with the difference that the second theme appears in the tonic 
tonality and so is anticipated by a transition passage modified to 
lead this time into the tonic k~. Usually, a peroration, called 
coda, serves as epilogue to give a sense of finality and completion 
to the movement. This coda may be an enlarging of the closing 
section of the exposition but many times employs thematic material · 
from the principal theme. 
Customarily, a slow movement follows the initial sonata-
allegro which could appear in any form acceptable to the composer. 
A ternary (ABA.) pattern is usual, but there are numerous examples 
of the binary form, of more complicated ~ndo fonns (~), or a 
simple brief section which suggests a recitative rather than a 
well-defined form. A minuet in the form of the so-called "song with 
trio" (ABA) follows. Each part is binary, the repetitions of each 
2 
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section being faithfully carried out with the exception of the 
"da capo" which is perfonned without any repetition. The key of 
the middle section is usually different from that of the first 
section, but is customarily related, at least in the earlier 
sonatas. The last movement, a rondo, usually employs a gay, 
rhythmic theme suggestive of a dance, almost invariably in a 
rapid tempo. There are contrasting themes which occur in the 
following patterns: ABA, ABABA, ABACABA. These are the usual 
forms although variations such as additions to or deletions from 
any of the parts may occur. In the more involved fonns, it is 
customary to set the first appearance of the B theme in the 
dominant tonality and the final appearance of this theme in the 
tonic tonality. In the most involved form, ABACABA, the themes 
of the middle section, C, m~ appear in foreign keys and m~ be 
3. 
of more dramatic vigor and emotional depth. This section corresponds 
to the development section of the sonata-allegro and, in instances, 
is of such free nature as to make the distinction between the form 
of the rondo and a sonata-allegro difficult to resolve. As in 
the instance of the first movement, a coda, often of bravura 
character, serves to give a sense of finality to the sonata. 
The order of the movements ~ be altered, as, for 
example, the minuet mqy be omitted, the minuet being deleted 
more frequently than any other movement. The opening sonata-
allegro is usually present as its intellectual structure is 
i 
of such importance to the spirit of the sonata. It is not present, 
however, in the Sonata in F major, op. 54, of Beethoven, which 
work commences with a minuet. There are examples of two-movement 
sonatas, as Beethoven' s Sonata in E, op. 90, which consists of a 
sonata-allegro and a moderately fast rondo, or his last Sonata in 
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C minor, op. 111, which is comprised of a sonata-allegro and a slow 
movement in the form of variations. For any movement, a series of 
variations may be sUbstituted as, for example, the variations in 
lieu of a sonata-allegro that open the Sonata in A flat, op. 26, 
of Beethoven. . There are no fixed rules for the key relationships 
among the movements, although the f i rst and the last movements are 
usually in the same key. If, however, the first movement has been 
in the minor mode, the l ast movement m~ well turn to the relative 
major. The slow movement is usually of a related key but Haydn 
places a slow movement in E major between an opening and closing 
movement in E flat major, and lat er composers have chosen for this 
slow movement keys far distant from the opening movement. 
Prior to 1770, at which time the form was c~stallized into 
patt erns described, there had been for a hundred years experiments 
in keyboard .styles and forms. Johann Kuhnau (1660-1722) who 
preceded Sebastian Bach as cantor at Leipzig composed in all forms 
of his time, writing for the keyboard works which he called sonatas. 
In these sonatas, there are sequences of movements, or sections 
(since maqy are brief) which follow no definite pattern. There are 
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fugal sections, adagios, an instance of a chaconne, and dance-
like movements as minuets, sarabandes, and gigues. Usually, 
slow movements and rapid movements alternate, the movements 
being monothematic. Of interest are Kuhnau•s so-called 
"Biblical Sonatas," 1 the most famous being .that one entitled 
"David and Goliath" which consists of a series of seven episodic 
sections each depicting a certain aspect of the famous encounter. 
Kuhnau was an important pioneer who started keyboard music in the 
direction of the later sonata. 
Sebastian Bach, when composing for the keyboard, used 
the contrapuntal forms primarily, as the fugues of the 
"Well-Tempered Clavier," or the canons and variations of the 
"Goldberg Variations," or he employed the suite form, each 
movement of which was bina~ in form, monothematic, relied on 
much use of the sequence, and, hence, had no direct bearing 
upon the development of the sonata. He also developed the 
concerto form both in works with orchestra and in such a 
notable keyboard example as the "Italian Concerto." Again, 
each movement is monothematic. 
Of contemporaries of Sebastian Bach, such men as 
Francesco Durante (1684-1755), Domenico Alberti (1710-1740) 
and, greatest of all , Domenico Scarlatti (1685-1757) wrote 
1. Kuhnau, "Biblische Historien," Denkmaler deutscher 
Tonkunst, vol. 4. 
5 
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, keyboard sonatas. These are invariably bipartite in form with an 
occasional slow introduction as in No. 106 of Scarlatti. 2 Of 
Francesco Durante, the only works pUblished during his lifetime 
were the six sonatas for harpsichord each of which consists of 
two movements, both rapid, called respectively "Studio" and 
"Divertimento." The style relies upon imitation and sequence, 
the "Studio" of the Third and Fifth Sonatas3 being a fugue in 
four parts and the "Divertimento" of the Third being a strict 
canon of the octave with a free added voice. 
Alberti's Sonatas look forward in that they shun 
contrapuntal techniques, focusing attention on the melody which 
is often undistinguished. The so-called Alberti bass, a pattern 
6 
wherein the chordal accompaniment is broken up in a fixed regularity, 
is a recurrent feature of his style. There are two movements, the 
first in bi~ form and the second a minuet, gigue, or slow 
movement. Neither Alberti nor Durante was a composer of enough 
genius to leave works of any lasting significance, although the 
sonatas of Alberti enjqyed a wide popularity and reputation in 
their time. 
2. Domenico Scarlatti, Qpere Complete ~er Clavicembalo, 
vol. 3 (Ed. Qy A. Longo, Edizione R1cordi, Rome) 
3. Durante, Tresor des Pianistes, livre 1, "Six Sonates pour 
le Piano,fi {A. Farranc, Par1s, 1861) 
With the works of Scarlatti, however, a new, exhila-
rating world of sound is opened. 4 His output of over six hundred 
"Exercisi 11 or Sonatas as they are now called, is a rich vein of 
remarkably varied musical thoughts. It might be assumed that such 
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a vast number of works, all in the same form, might tend to monotony. 
While there is a certain over-all similarity of style, the invention 
is so great that each emerges as a fresh experience. There are daring 
leaps, crossing of hands, harmonic progressions entailing complicated 
dissonances far ahead of their time, unusual rhythmic figures, 
unexpected modulations, passages of extreme brilliance which never 
degenerate into mere displ~. It is significant of the universality 
of these sonatas that they are still reigning favorites of the 
concert hall. 
Among the sons of Sebastian, Wilhelm Friedemann (1710-1784), 
Carl Phillip Emmanuel (1714-1788), and Johann Christian (1735-1783) 
distinguished themselves in the writing of keyboard sonatas.5 
Although the sonatas of Friedemann are excellent and regrettably 
neglected, of more importance to the development of the sonata are 
the works of Carl Phillip Emmanuel, for with the publication of the 
six "Prussian Sonatas," op. 1,6 in 1742, and their successors, the 
4. Ralph Kirkpatrick, Domenico Scarlatti, (Princeton 
University Press, 1953) 
5. Karl Geiringer, The Bach Family, Seven Generations 2£. 
Creative Genius, (Oxford University Press, 1954) 
6. C. P. E. Bach, "Die Preussichen Sonaten," Herausgegeben 
von Rudolf Steglich, (Adolph Nagel, Hannover, 1927) 
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six "Wurttemberg Sonatas," op. 2, 7 two years later, the fonn of the 
sonata was established. These works are composed in three movements 
following the pattern of fast, slow, fast, the first. and last movements 
being bi~ while the middle movement is free, not adhering to aqy 
fixed form. stylistically, these sonatas mark definite changes over 
preceding idioms. There are themes of symphonic scope with 
characteristic rising melodic lines of vide range which sometimes 
exceed an octave, developments of dark intensity, and harmonic 
devices of daring modernity. True, there are present the trappings 
of the rococo style, embellishments, grace notes, but they are 
controlled so as not to intrude themselves on the drama of the music. 
They are ornaments, however, and not an integral part of the melodic 
line as are the trills of the late works of Beethoven. The slow 
movements are deeply moving and, as in the instance of the slow 
movement of Sebastian Bach's "Italian Concerto," are the crowning 
peak of the works. 
The youngest son, Johann Christian, studied in Italy and 
enjoyed there a resounding success with his operas. ~ 1762, he 
moved to London where he became a favorite, even being appointed 
music master to the queen. There is a vide divergence between the 
style of his elder brother, Phillip Emmanuel, and Johann Christian 
1. C. P. E. Bach, "Die Wurttembergischen Sonaten fur Clavier," 
(Adolph Nagel, Hannover, 1928, 1932) 
whose melodic, essentially gentle idiom was inspired by the 
Italianate vocal lines, as in the adagio of the Fifth Sonata 
of op. 5 and the andante movements of his Second and Sixth 
Sonatas of op. 17. He is not, however, as harmonically daring 
as is his brother. Ever,ywhere is the grace and charm of Mozart 
who had been impressed when as a child he met Johann Christian. 
With the advent of Haydn (1732-1809),8 the sonata 
develops into a work of wider tmiversality than heretofore; 
there are greater interpl~s of emotion with fuller realization 
of the medium's capabilities in differentiating between such 
qualities as gaiety, piquancy, dignity, impetuosity, poignancy. 
Not all of the sonatas are of profundi ty but, rather, move in 
a happy, carefree mood. Such a work as No. 20 of the Collected 
Edition stands as a highly personal work imbued with dramatic 
passion in contrast to the six Sonatas that followed where the 
subjective element is subdued, only two adagios appearing in this 
group. From the last three Sonatas (Col!. Ed. 50-52), comes the 
powerful and majectically proportioned Sonata in E flat (No. 52) 
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which stands in the elect group of supreme creations in this genre. 
From the ominous roll of the opening chords to the crisp, sparkling 
final measures of the third movement, there is nothing extraneous 
to the unfolding of this remarkable musical canvass. Certainly the 
8. Karl Geiringer, !:fa:ydn, A Creative ~ ~ Music, 
(W. W. Norton & Co., 1946~ 
slow movement progresses with utmost dignity, yet intense feel-
ing, without any possible hint of sentimentality, a quality 
given only to the greatest of slowmovements. Formally, the 
sonatas are composed of sonata-allegro movements, slow movements, 
minuets, and rondos with frequent deletion of the minuet or, upon 
occasion, omission of the rondo with the minuet as the final 
movement. While most of the sonata-allegro movements include two 
main themes, there are instances of monothematic first movements. 
In Mozart's (1756-1791) nineteen piano Sonatas there 
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is caught a spontaneity, an order and balance, a perennial freshness 
that exists nowhere else in this form. others, notably Beethoven, 
have propounded more impassioned themes, but no one has created with 
such perfection as has Mozart. As with the great slow movement of 
the aforementioned ~dn Sonata, so also are the slow movements of 
the Mozart models of simplicity with exquisite control of the 
emotional content. In the more rapid movements, the themes are 
beautifully and logically balanced with an infallible sense of the 
sequence of ideas. Never, at least in the greater works, does a 
scale passage continue until it becomes mere display or a cantilena 
passage degenerate into the commonplace. Such Sonatas as those in 
F major (K. 332), B flat major (K. 333), D major (K. 311), 
D major (K. 576), A minor (K. 310), and C minor (K. 475) are works 
of faultless craftsmanship and are, happily, studded with irrestlble 
themes. 
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In the thi rty-two Sonatas of Beethoven (1770-1827), 
the form achieved its fullest flowering. As the piano had became 
a more powerful and resonant instrument, it was possible to achieve 
orchestral sonorities which, from the first Sonatas of op. 2, are 
steadily more apparent as the Sonatas continue. Hitherto unknown 
potentialities of the keyboard were sensed and exploited by 
Beethoven. Massive sonorities were added to both ends of the 
keyboard, reaching a climax of complexity in the fugue which ends 
the B flat Sonata, op. 1o6, where trills appear in dramatically 
wide leaps, the voices leap with the utmost of freedom to different 
ranges of the keyboard, and there is a richness of writing rarely 
encountered in any piano writing. The early Sonatas unfold in 
formal patterns that follow closely the conception of the form but, 
as Beethoven continued to create, an ever greater freedom of form 
resulted until such a work as the A flat Sonata, op. 110, appeared 
in which the movements are continual, the final sections consisting 
of an eloquent adagio followed by a fugue which is interrupted for 
a further outpouring of the adagio only to return in inversion 
eventually resolving in a coda of ecstatic beauty. Beethoven's 
maste~ of form, his dramatic subject matter, the logic with which 
the themes are developed have remained the final model by which all 
others must be measured. And, as yet, none has equalled his maste~. 
Along with Beethoven's masterpieces, stand the sixteen 
Sonatas of Schubert (1797-1828), which for all their diffuseness, 
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are gems of the sonata repertoire. Schubert, a consurmnate master 
of the eight measure phrase, constructs his sonatas in a clear-cut 
form in which these phrases occur in a wealth of rich, varied 
profusion. For example, the developments of the three posthumous 
Sonatas in C minor, A major and B flat major respectively, are 
magnificent examples of such a treatment which differs from the 
working out of motives from previous themes as found in developments 
of Beethoven. The slow movements of Schubert are among the greatest 
in the sonata repertoire. 
Of the contemporaries of Beethoven and Schubert, there are 
hundreds of examples in the form. Clementi (1752-1832) is responsible 
for one hundred and five; Johann Haessler (1747-1822) published 
dozens throughout his long life; Johann Dussek (1761-1812) has 
thirty-two; Daniel Steibelt (1765-1823), twenty-nine; Johann Cramer 
(1771-1858), one hundred and five; Ferdinand Ries (1784-1838), 
seventy. Their works enjoyed wide popularity in their time, far 
surpassing in common appeal the more profound works of thelater · 
Beethoven and those of Schubert. The majority of their sonatas 
adhered to the formal principles of the sonata-form with a careful 
observance of such matters as the relationships of tonic-dominant 
tonalities between the first and second theme of the sonata-allegro. 
Not for them such a relationship of tonic-mediant (C major-E major) 
for first and second themes as in the sonata-allegro of Beethoven's 
Sonata in C major, op. 53. The emotional quality of the sonata was 
sacrificed for a hollow virtuosity. Such devices as thirds and 
sixths and innumerable arpeggii are found everywhere, and the 
spontaneity of devising a distinguished theme of emotional 
distinction is lost for a perfuncto~ working out of a subject. 
The early romanticist, Carl Maria von Weber (1786-1826) composed 
four Sonatas which are not unlike those of his contemporaries. 
However, despite the arpeggii and melodies in thirds and sixths, 
there is a vitality and drive to these sonatas that lifts them 
beyond any of the lesser men's works. The Fourth Sonata in 
C major is with its brilliant final Perpetual Motion an 
excellent example of the romanti~ approach to the form of 
the sonata, combining a new, zestful daring of a romanticist 
with the formal structure of the classical sonata, the end 
result being a successful solution of the sonata problem. 
With the true advent of the romantic era, however, 
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the sonata-form fell into comparative disuse. The formal balance 
of themes, episodes, bridge passages, was too narrowing and con-
fining an idiom to find congeniality among these composers. True, 
Schumann wrote three Sonatas which adhere to the forms but both the 
F minor and F sharp minor Sonatas suffer from the restriction of 
these bonds. The G minor Sonata, op. 22, more nearly fulfills the 
requirements and emerges as one of the gems of the last cent~. 
Mendelssohn is responsible for six Sonatas which are graceful 
in the manner of the "Songs without Words". The grand emotions 
are absent and the mood is always one of enchantment. The scherzi 
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and finales are most successful for it is here that the ebullient 
spirit of Mendelssohn found free pl~. He made no innovations and 
left no enduring masterpieces in the realm of the sonata. 
Certainly Chopin's two mature works in this idiom are 
fanciful adoptions of the sonata-form. The B flat Sonata, op. 35, 
omits in the recapitulation of the first movement the statement of 
the principal theme. Likewise, the B minor Sonata, op. 58, gives 
merely the faintest hints of the principal theme in its recapitulation 
before returning to the second subject. The finale of the B flat 
minor Sonata consisting solely of unisons is almost improvisato~ 
in its content. The scherzi and slow movements of each sonata 
follow the traditional form of ABA. Each movement could readily 
be deleted from the Whole and would make a complete Nocturne, 
Ballade, Scherzo or Impromptu in its own right. On the other 
hand, it is difficult to conceive of separating various movements 
from a late Beethoven Sonata without destroying its effectiveness. 
ijhat would the fugue of op. 110 mean without the adagio which 
precedes it and from Which the fugue seems to grow? Or how 
significant would the introduction to the rondo of Beethoven's 
op. 53 be without the rondo to follow? 
Liszt wrote only once in the for.m he elected to call a 
"Sonata." It is not a sonata in the classic sense of the word, 
consisting as it does of one long movement subqivided into sections 
of which the second is equivalent to a slow movement, the third, 
1.5 
a brief fugato, and the final section a replica of the opening 
section. The same themes rectir throughout, sometimes in counter-
point wi th each other. Indeed, they were undoubtedly chosen with 
this in view. The Sonata remains one of the masterpieces of the 
romantic era. 
Later in the centu~, Anton Rubinstein wrote four, 
derivative Sonatas which adhere to the classic principles of 
form but Which are undistinguished of theme. Edward Grieg wrote 
one piano Sonata which reveals a Nordic flavor, and is written 
wel l for the piano but Which is essentially superficial. The 
I talians disregard almost completely the piano in any form. 
The French had a rebirth of creative writing after 1870, but 
did not, When writing for the piano, utilize the sonata-form. 
Toward the end of the century, works in the sonata-form 
appeared from the pens of Dukas, D'Inqy and will be considered 
later. 
In Germany, there appeared the twenty-year old 
Brahms with three Sonatas, each remarkable and the Third, 
op. .5, destined to become one of the l andmarks of the sonata-
form. The works are long, emplQY massive sonorities and 
combine as successfully as it was unique, the romantic 
freedom with the bonds of the classic sonata-form. In the 
instance of the Sonata, op • .5, there are five movements, a 
sonata-allegro, slow movement, scherzo, intermezzo and rondo. 
The intermezzo, perhaps, the most poignant portion of the 
Sonata, is an innovation on Brahms• part and, while it 
lengthens an already overlong sonata, it is inconceivable 
to consider dispensing with it. Brahms carefully follows 
the classical rules of form, designating the repeat of the 
exposition and all the traditional repeats of the scherzo. 
After Brahms' efforts, there was a rebirth of interest 
in the sonata-form. There came the distinguished output 
of the French Chamber music, the organ ~phonies of Widor 
and Guilmant. Rheinberger composed in the idiom; 
Richard Strauss has a youthful piano sonata; the . 
Englismen, Pa~, Te~, Elgar utilized the form. It 
is the development from these roots and i ts growth in 
America with which this dissertation i s concerned. 
16 
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CHAPTER I 
THE PIANO SONATA IN GERMANY AND AUSTRIA 
Since different peoples (Genmanic, Slavic, Gallic, Latin) 
think and react, in general, differently, they will be considered as 
groups with a common heritage. The first group to be considered is 
the Germanic division with piano sonatas of Germany and Austria 
surveyed. These sonatas will be: 
GEmANY: 
Blacher 
Busoni 
Degen 
Fortner 
Genzmer 
Hindemith 
Husa 
Jarnach 
Kilpinen (Finnish) 
Liebermann (Swiss) 
Two Sonatinas, op. 14 
Sonata, op. 39 
Sonatina Brevis 
Second Sonata 
Fourth Sonata 
First Sonatina 
First Sonatina 
Second Sonata 
First Sonata 
Second Sonata 
Third Sonata 
First Sonata, op. 11 
Second Sonata 
First Sonata, op. 85 
First Sonata 
Raphael 
Schroeder 
'Wagner-Regeey 
AUSTRIA: 
Berg 
Einem 
Goldschmidt 
Jokl 
Krenek 
Salmhofer 
Spinner 
Toch 
Second Sonata, op. 38, no. 2 
Sonata in A minor 
Two Sonatas 
First Sonata 
Two Sonatinas, op. 7 
First Sonata 
First Sonatina 
Second Sonata 
First Sonata 
First Sonata, op. 3 
First Sonata 
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A: TiiE GEIMAN PIANO SONATA 
Historical Background 
.In the post-romantic era, the solo piano sonata no 
longer interested the important Germanic composers to any great 
extent. Max Reger (1873-1916), when writing for the piano, 
achieved his most noteworthy successes with the variation form, 
as in his remarkable "Variations and Fugue on a Theme of Bach, 
op. 81 11 • While both Bruckner and Mahler used the fonn. for their 
symphonies, neither wrote piano sonatas. Of the distinguished 
composers who did consider the possibi l ities of the sonata is 
Ferruccio Busoni (1866-1924), an Italian by birth with, however, 
a Gennan mother, who lived in Berlin from 1894 to his death. 
19 
Since he thought in a manner primarily Germanic, his contributions 
to the sonata form may well be considered with the German school. 
He composed no sonatas but did write four Sonatinas which are in 
no way traditional, but are, frankly, experiments with the sonata 
idea. 
In 1935, appeared a Sonatina by Wolfgang Fortner 
(1907- ). Paul Hindemith (1895- ) composed in 1936 
three Sonatas which stand as monuments in this genre and 
may well have fostered a renewed interest among composers 
for this form. The Second Sonata, op. 38, no. 2, of Gunter 
Raphael (1903- ) was written in 1939. Harald Genzmer 
(1903- ) composed a Sonatina in 1940 and a Sonata, no. 2, 
in 1942. Boris Blacher (1903- ) produced two Sonatinas, 
op. 14, in 1941 and in 1951, a Sonata, op. 39. Rudolf 
Wagner-Regeny (1903- ), a Hungarian-born composer of 
Germanic extraction who won fame during the Nazi regime with 
his opera Der Gunstling, sought a popular simplification devoid 
of the figurations and cliches of romanticism. In 1943, he 
wrote two Sonatinas. Helmut Degen (1911- ) likewise 
attempted to write for the masses and is responsible for four 
Sonatas in 1949. Herman Schroeder (1904- ) composed a Sonata 
in A minor in 1952. 
Philipp Jarnach (1892- ), while French-born, will 
be considered with this group. He studied in Switzerland from 
1914 until he went to Berlin in 1921 where he has remained, 
having successfully taught in that city. Degen, for example, 
is a pupil of his. In 1952, he had published his Second Sonata. 
Rolf Liebermann (1910- ) of Zurich will also be considered 
among the Germanic composers as his training and musical thinking 
fall in this catego~. In 1951, he dedicated to Geza Anda a 
Sonata. The Finnish composer, Yrjo Kilpinen (1892- ) who 
studied in Berlin and Vienna will likewise be considered here. 
The youngest composer is Karol Husa (1921- } who had published 
a brilliant Sonata, op. 11, in 1952. This is a work of marked 
individuality. 
Musical Form 
Busoni used the title of "sonatina" freely in his 
four works. For example, his Sonatina Brevis is subtitled 
"In Signo Joannis Sebastian! Magni" and is a free transcription 
of the little Fantasie ~ Fugue .!!! Q minor of J. s. Bach. 
As such, its form is that of a free fantasy followed by a 
fugue which form does not fill the usual demands of a sonatina. 
Likewise, the sonatina on themes from carmen is a series of 
variations exploiting brilliant keyboard effe.c:ts. Busoni 
was experimenting, attempting to fill the sonata form with 
new aesthetic ideas. 
Of more traditional fom is the Sonata in E flat 
of Raphael. The first movement is a comparatively brief 
sonata-allegro with a development unusually lengthy. This 
ovement is constructed from several motives: (a) a dotted 
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Ex. 1 Raphael Sonata 2 First movement Mtttig und frisch 
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which later serves as the main motive for the development 
(Ex. lb) with, however, the original dotted eighth note now 
altered to a doubly-dotted quarter note; and (2) a descending 
group of three notes which occurs in both upper and lower 
voices. (Ex. 2). The second movement is a series of 
n 'lrL • ~ 
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First movement 
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ornamental variations over a song-like melody Baroque in its 
proportions. The last movement is a spirited rondo. The. 
Second Sonata of Degen follows closely the traditional fonn. 
The opening sonata-allegro consists of contrasting themes in 
A. minor and a lyrical theme in E maJor. A. significant 
development is constructed from the motives already presented 
and the recapitulation occurs in A. minor with the second 
theme turning to A. major. The adagio is three-part with the 
middle section rising to a climax. The third movement is 
a rondo for.m skillfully constructed from simple motives. 
( Ex. 3}. 
J \_\)j ·? ~~ t~1 i ~ t l i bf ~ ~ ~· p ~ ! ~ ~ \ ~ ~ t~ ; . ~ ~ t ~ 
x. 3 Degen Sonata 2 Third movement Allegro maestoso 
~ 
Each of the parts "a", "b", "c11 of the main theme serve as 
motives for the movement and are developed at considerable 
lengt h. They are used contrapuntally against each other. 
The Fourth Sonata is similar in form to t he ·Second which is 
not unusual as both were composed at about the same time. 
Here again, the formal sonata-allegro is clearly defined 
as to first and second themes, bridge-passages, .c~osing 
themes. Likewise, a figuration in triplets built upon a 
r ising fourth serves as the motive (Ex. 4) which is later 
Ex. 4 Degen Sonata 4 First movement Vivace 
used as the accompaniment to the singing second subject 
also constructed on t he interval of the fourth . (Ex. 5). 
Ex • . 5 Degen Sonata 4 First movement Vivace 
This figuration occurs in the upper part as an accompaniment 
to a bass meloqy at a later development of the themes; however, 
it appears in inversion. The development introduces two and 
one-half pages of new material consisting of the dotted rhythm 
23 
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so characteristic of Schumann. The sl ow movement is quite similar 
in for.m (A B-climax A) and in spirit to the slow movement of the 
Second Sonata. The rondo re-introduces, as contrast to the main 
theme, the dotted rhythms encountered in the first movement. 
The main theme is cleverly manipulated by means of different 
harmonizations and va~ing accompanying figurations. 
Formally, the Hindemith Sonatas offer interesting 
and novel variations of the normal order of movements. In 
the First Sonata, the opening movement serves as a prelude 
as it is only two pages in length and follows no set form. 
The first theme (Ex. 6) is presented briefly before a con-
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Hindemith Sonata 1 First theme With quiet motion, 
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trasting second theme (Ex. 7) is introduced. The second 
_! 
t\ 
,. 
~ 
IJ ~ 
Ill• . ., 
.. 
1 wr •• 
, I 
~ 
. .. 
,. ( ? 
.ll. I 
.... 
+ 
' 
~·.!:. __ .. } 1:]:,_ '"'! -•--bl :;-;--, I -U .h J) --• . 
"' ' . 
"' 
• • ' -' 
"' 
~ 
, I • / 
' c 
t '\1 • r • I I I I I • ... I 
-· 
' J 
-=-:----1--~ ' 
-----
~ , 
·, 
1'"\ \ 
' 
I I I 
-.. \ ........, I ....,. . 
I / • 
" 
/ Ill V . ,, / , . I . 
~ _L ~~·· I • _, 
-:\:: -. :1: --:;:I" t\ • '-......_ _ ~ ~ 
• 
Ex. 7 Hindemith Sonata 1 First movement With quiet motion 
movement is ternary and moves "in the tempo of a very slow march" 
being built upon the rhythm of a doubly-dotted sixteenth note 
followed by a thirty-second. The lugubrious march is relieved 
in its middle section by a faster, less ponderous episode. The 
third movement commences "lively", becomes simpler and "quieter", 
returns with an upward sweep of octaves to the initial idea, 
becomes faster, broadens, is considerably 11 livelier11 , returns to 
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the original tempo, and then ends slowly. Each of these directions 
with the exception of the last introduces a different musical thought 
with different pianistic treatment. It is obvious that this movement 
falls into no -traditional for.m and is one of the several instances 
where Hindemith experiments, and successfully, with a free form. 
The fourth movement is a return to the mood of the first movement 
and is built on the second theme from that movement with the original 
theme entering later. There is no reason why theme tta" should not 
follow rather than always precede theme "b" when "these themes 
reappear in the recapitulation. The final movement is again 
"lively" with a broad, lengthy section marked "energetic" 
consisting for its main theme of octaves ending in a trill 
follows the first section which had swelled to a resounding climax 
only to die away softly. This is reminiscent of the opening theme 
of Bralmls' D minor Piano Concerto. (Ex. 8). After a huge climax, 
the original theme returns. Thus, there are five movements, none of 
26 
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Ex. 8 Hindemith Sonata 1 Fifth movement Energetic 
which is a sonata-allegro, a welcome departure from the usual form. 
The Second Sonata is far gentler in mood than the First. 
There is a certain analogy between these two sonatas and the op. 10 
of Beethoven with its stormy First Sonata in C minor and its almost 
feminine--for Beethoven--second Sonata in F major. The first movement 
is closer to a sonatina than a sonata movement and is as simple as 
a Mozartian melody. (Ex. 9). A scherzo, free in form, follows 
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Ex. 9 Hindemith Sonata 2 First movement Massig schnell 
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being constructed on several waltz-like patterns. A comparatively 
brief slow section in the style of a recitative introduces the 
final (Ex. 10) rondo. A brief restatement of the motive of the 
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Ex. 10 Hindemi th Sonata 2 Third movement Sehr langsam 
third (slow) movement brings this tranquil sonata to its quiet 
conclus ion. The Third Sonata is more pretentious, culminating in 
a brilliant final movement which is a fugue. The first movement 
is a sonata-allegro with, however, the second theme preceding the 
first in the recapitulation, a device similar to that of the f ourth 
movement of t he First Sonata. The scherzo is te~ followed by a 
movement marked 11moderately f ast" of form .ABAC. The final movement 
is a four-voiced f ugue answered in traditional manner wi~h none of the 
experimental writing as in t he fugue answers of the 11Ludus Tonalis 11 
which was to follow seven years later. 
The Genzmer Sonatina consists of four movements, the 
first three as expected and the final movement a three-voiced fugue. 
., 
. 
The Sonata of two years later e:xpands the fom over that of the Sonatina 
which is as a student work in comparison. The first movement, a sonata-
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allegro, is followed by a slow movement which consists of a series of 
variati ons. The third movement, a scherzo, is free, consisting almost 
exclusively of unisons (Ex. 11) in the st yle of the finale of the 
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Ex. 11 Genzmer Sonata 2 Third movement Sehr lebhaft 
Chopin B flat minor sonata. The finale is again a fugue. 
The three-movement Sonata of Jarnach follows the usual 
form. The first movement contrasts completely the first and second 
themes by setting the first in the linear contrapuntal style and the 
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The contrast between these two themes is highly effective. The 
slow movement is composed of several motives developed in no fixed 
form. The final rondo, however, is regular, being constructed on 
a simple diatonic motive. (Ex. 13). This movement is similar in 
' - 2 -z 
' 
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Ex. 13 Jarnach Sonata 2 Third movement Sehr sclmell 
spirit to a Chopin Scherzo, calling into pl~ the bravura qualities 
of the keyboard. It is interrupted by a slow fortissimo passage 
before the brilliant coda appears. 
Even though Liebermann's Sonata is atonal, there are 
easily recognizable themes which occur in classic form. The 
sonata-allegro is regular as is the slow movement (ABA). 
Surprisingly, a third movement in minuet form appears. The 
main section is bipartite with each half designated to be repeated. 
However, the classic dominant-tonic relationship between the endings 
of the halves does not prevail. What serves as the trio is extremely 
brief and consists of material presented in the opening allegro. The 
final movement consists of a series of variants on the subject and 
could be classified as a loose rondo as the variations are joined 
together and brief; contrasting material appears between the different 
treatments of the theme. 
( 
) 
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The brief Sonata of Blacher is, formally, traditional. 
Neither theme of the opening sonata-allegro is lyrical. The first 
theme is characterized by extreme rhythmic freedom while the second 
theme follows a regular triple meter. Only the briefest of develop-
ments appears. At the conclusion of the second theme in the 
recapitulation (which appears on the same notes as in its first 
presentation), there occurs an andante on new material. There 
follows an andante movement Which utilizes thematic material 
introduced in the closing andante of the first movement. This is 
of about the same duration as the first andante and leads directly 
into the rondo built around a diatoni c theme Which is in sharp 
contrast to the intervals of the remainder of the sonata. (Ex. 14). 
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Ex. 14 Blacher Sonata Third movement Vivace 
In the four-movement Sonata of Schroeder, tl,le forms 
are Baroque. An opening "Praludit.ml" which is free is followed by 
- a ±hree-voiced fugue, the subject of which is diatonic (Ex. lS). 
Ex. lS Schroeder Sonata Second movement Fuge 
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The fugue is answered tonally and in classic tradition. The fugue 
itself, however, admits modern dissonances, the most violent being 
those of Example 16. The slow movement, an aria, is of a free, 
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Ex. 16 Schroeder Sonata Second movement Fuge 
improvisatory character, followed by a capriccio which, likewise, 
adheres to no fixed form but falls closest to a loose rondo since 
the main theme does recur in varying guises. 
The Sonata of Kilpinen is quite regular and is 
scarcely ·more than a sonatina in its brevity. A compact sonata-
allegro precedes a three-part slow .movement. In conclusion, 
there appears a rondo of the form ABAC (the first theme of the 
opening sonata-allegro)A. The two short sonatas of Wagner-Regeny 
offer 1m.usual problems of form. In the First Sonata, the opening 
movement is a brief sonata-allegro. There occurs a motive which 
appears for the first time in the seventh measure (Ex. 17) which 
Ex. 17 
• . 
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Wagner-Regeny Sonata 1 First movement Allegro 
moderato 
serves to unify the movement as it does recur repeatedly. The 
adagio is free in the manner of a Baroque adagio and is followed 
by an andantino in the linear contrapuntal idiom. For the most 
32 
part, this andantino consists of only two voices. The brief rondo 
is in best Rococo tradition (Ex. 18) introducing a figuration 
consisting of six sixteenth notes followed by an eighth 
note which had appeared in the andantino. Ex. 18). 
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Ex. 18 Wagner-Regeny Sonata 1 Third movement Allegro 
The Second Sonata commences with a sonata-allegro which is two 
voiced almost throughout. It is unusual that both developments 
33 
and recapitulation are to be repeated. The l ento consists of an 
eleven-measure theme followed by an ornate eleven measure meloqy 
related to the first but not an ornamental variation which is then 
repeated (ABB) identically until the last measure which is slightly 
varied. The finale is a highly concentrated sonata-allegro with 
cont rasting first, second and closing themes. The spirit of Bartok 
hovers over this movement. 
The Husa Sonata consists of three movements, a sonata-
allegro preceded ~ an adagio built on low chords marked "misterioso" 
(Ex. 19), followed by a passage in unisons. The brief slow movement 
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Ex. 19 HUsa Sonata First movement Allegro moderato 
leads directly to the final movement, a rondo which is preceded by 
a theme of only three lines duration, a lento, a dramatic recitative. 
The rondo itself is a brilliant movement ending with a long cadenza 
dttring which the opening adagio is re-introduced. 
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Turning to the Sonatinas, it is to be noted that the 
First Sonatina of Blacher consists of a sonata-allegro, two-lined 
andantino and rapid two-paged, two~voiced fugue which consists of 
subject-answer, episode, second exposition and a brief stretto. The 
Second Sonatina is composed of a miniature sonata- allegro and an 
equally small rondo. The Sonatina of Fortner is somewhat longer 
than those of Blacher or the Sonatas of Wagner-Regeny, running to 
fifteen printed pages. It is completely orthodox. After the 
sonata-allegro with first and second subjects in traditional 
tonal relationship, appears an aira marked "Siciliano" which 
is a Baroque movement, complete with much florid ornamentation. 
The finale is a rondo. 
Melodic Development 
Considerable ingenuity appears among these composers to 
create a varied and distinctive melodic line. Some, however, seek 
other ends and employ traditional four-measure phrases . Among these 
is Genzmer. For example, the theme of the variations of his Sonata 
is built on the usual four-eight measure phrase . (Ex. 20). This 
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Ex. 20 Genzmer Sonata 2 Second movement Langsam 
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melody is supported by large chords which become more massive and 
widespread as the movement continues. Likewise, the fugue subject 
to +be fjpal movement (Ex. 21) moves regularly, the accents falling 
Ex. 21 Genzmer Sonata 2 Fourth movement Massig bewegt 
on strong beats. Similarly orthodox is the melodic line of 
Kilpinen which line proceeds in two measure phrases as in 
Example 22. The line consists of a quarter note followed 
-----
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Ex. 22 Kilpinen Sonata First movement Allegro 
by t wo eighths with the exception in the fourth and fifth 
measures where triplets replace the usual eighths. These 
triplets in addition to the turn of the melody to F sharp 
minor, a semitone lower than the original four measures, 
give the melodic line an exotic coloring not dissimilar to 
Grieg. Nothing could be more traditional than the theme of the 
rondo. (Ex. 23). 
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Ex. 23 Kilpinen Sonata Third movement Allegro 
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In the sonata of Schroeder, it is interesting to note the 
relationship among the melodic lines of the four movements. The 
first theme (Ex. 24a) and fourth "d" are quite similar with the 
stepwise sixteenths rising a third, then falling back to the original 
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Schroeder Sonata Themes of each movement 
\ 
• 
the third (c), but still strongly suggestive of the shape of the 
original melodic line. The theme of the first movement of the 
Fortner Sonatina expands from an initial four sixteenth notes (Ex. 25) 
31 
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Ex. 25 Fortner Sonatina First movement Allegretto 
to a wider interval involving more motion "b" . This device recurs, 
reaching its maximum length in the sixteenth, seventeenth and 
eighteenth measures "c"~ 
Characteristic of the development of melodic lines of 
that of example 26a in which the theme slips from one 
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Ex. 26 Degen Sonata 2 First movement Allegro 
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k~ to another a half-tone away, a characteristic of Prokofieff. 
This is even more noticeable in the second theme (Ex. 26b). This 
same characteristic appears in the theme of the rondo of his 
Fourth Sonata. (Ex. 27). 
Ex. 27 Degen Sonata 4 Third movement Allegro 
With Hindemith there is remarkable ingenuity and mastery 
of melodic development. In the free opening measures of the First 
Sonata, the upper voice divides into two main phrases which consist 
of seven and a half measures each and five and one half measures 
with a two-beat phrase separating these main phrases. This unusual 
order is immediately noticeable and imparts a unique quality to the 
subject. Each voice moves interestingly in its own right, the alto 
moving exclusively stepwise with the exception of one interval of 
a third, and the bass descending stepwise for the extent of an 
octave before it rises stepwise until the penultimate beat. Such 
careful observance of each voice-leading is typical of any page of 
these sonatas. 
There is much use in Hindemith of a motive for the 
development of a movement. For example, the scherzo of the Third 
Sonata grows from the five notes of the following motive (Ex. 28) 
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Ex. 28 
Hindemi th Sonata 3 
I' J I ' ... 
I L rr L 
I Second movement 
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• Very lively 
which appears in sequence and as a ground motive both above and 
below a counter-melody as in Example 29. Again, a rhythmic 
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Ex. 29 Hindemi th Sonata 3 Second movement Very lively 
figuration as the dotted eighth, sixteenth-eighth progression of 
B-C-B flat (Ex. 30) serves as a unifying motive for the development 
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£x. 30 Hindemith Sonata 3 First movement With quiet motion 
of the first movement of the Third Sonata. In similar manner, the 
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rondo is built on the motive of a half note tied to a group of four 
eighth notes (Ex. 31), the interval of the rising fourth being 
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Ex. 31 Hindemith Sonata 2 Third movement Bewegt 
characteristic of the leap. This appears in many keys 
(B flat, B, C sharp, E, etc.) and in varying melodic mutations 
as the expanding intervals of Example 32. 
Ex. 32 Hindemith Sonata 2 Third movement Bewegt 
The shape of the melodic lines of Jarnach is similar 
in many ways to those of Hindemith. This intellectual quality 
is immediately apparent from the opening subject. (Ex. 12). 
This, incidentally, is a tone-row, although the sonata is not 
developed in that idiom. The diatonic simplicity of the second 
theme is a complete foil for this atonal first theme. 
With Husa the melodic lines are characterized by 
repetitions of a tone, either raised or lowered, creating 
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the sensation of the melody revolving about a particular not e . 
In ExalRPJ e 33 I the theme which grows from t he germ "a": B, A, 
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Ex. 33 Husa Sonata First movement 
Allegro moderato 
B flat, C, is steadily· lengthened Py the addition of two more 
eighth notes to each succeeding measure, the rQYthm al tering 
from 3/8 to 5/8 to 7/8 to 9/8 and new notes appear, C sharp, 
E., F, G sharp, around which the germ-theme wavers, either 
above or below. This idea pervades the entire movement 
and can be seen as the guiding motive of the second subject 
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(Ex. 34) which employs the motive as an accompaniment, as a 
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Ex. 34 Husa Sonata First movement Allegro moderato 
bass in augmentation and as the basis for the theme itself which 
revolves around E. The slow movement is built on a· lyrical theme 
in Dorian mode (Ex. 35) which is of folk-song simplicity. 
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Ex. 35 Husa Sonata Second movement Lento 
The last movement again has the motive built on the conflict 
between the tone and its upper or lower neighbor. 
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In four instances, the examples of Fortner, Raphael, 
and the two Sonatas of Degen, the slow movements are Baroque 
in character with long, unbroken, ornamental lines. The 
"Siciliano" from the Fortner Sonatina (Ex. 36) is typical as 
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Ex. 36 Fortner Sonatina Second movelllent Siciliano tempo 
is the melismatic line which occurs later in this Sonatina. 
(Ex. 36b). A similar line from Raphael's Sonata (Ex. 37) is 
indicative of his ornamentation. 
~-
. 
k r ; '· 
Ex. 37 Raphael Sonata 2 Second movement Sehr getragen 
Liebermann, writing atonally, naturally employs melodic 
lines widely spaced and rhythmically ingenious. (Ex. 38). In 
Ex. 38 Liebermann Sonata First movement Vivace 
the andante, however, such a simple melody as Example 39 appears. 
Ex. 39 Liebermann Sonata Second movement .Andante espressivo 
Even the harmonization is comparatively uninvolved at this point. 
Likewise, in the final movement, there emerges the melody of 
J 
Example 40 which appears in various metamorphases. (Ex. 40b). 
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Ex. 40 Liebermann Sonata Third movement Allegro 
Wagner-Regeny achieves a melodic freshness 0y the simple 
device of combining a 6/8 meter with a 3/4 meter as in 
Example ·4L . Tli,is same device is found briefly in the first 
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Ex. 41 
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Wagner-Regeny Sonata 1 First movement Allegro 
moderato 
movement of the Blacher Sonatina. (Ex. 42). 
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Ex. 42 Blacher Sonatina 2 Second movement Moderato 
The last movement of the Wagner-Regeqy Sonata utilizes repeated 
notes, notes centering around a particular note, canonic and 
percussive devices, all highly reminiscent of the Sonata of 
Bartok. These characteristics are in evidence in the following 
excerpts. (Ex. 43). 
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Ex. 43 Wagner-Regeny Sonata 2 Third movement Presto 
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The melodic lines of Blacher are governed by his rhythmic 
inventiveness. In his First Sonatina, the characteristic downward 
seventh leap reappears continually. The ascending scale is counter-
balanced' by this downward leap. (Ex. 44). Later in this movement, 
Ex. 44 Blacher Sonatina 1 First movement Allegro 
the seventh leap is treated repeatedly with a harmony descending by 
a semitone in each measure in the bass. (Ex. 45). In his Second 
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Ex. 45 Blacher Sonatina 1 First movement Aliegro 
Sonatina, the interval of the seventh again occurs repeatedly, 
this time rising. (Ex. 46). The rhythm of this movement follows 
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Ex.46 Blacher Sonatina 2 First movement Moderato 
a regular 6/8 meter resulting in a more romantically melodic line 
than in the first Sonatina. In the final movement of this Sonatina, 
the melody, constructed on a repeated motive, relies for its 
interest on the shifting accents afforded by the bass. (Ex. 47). 
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Ex. 47 Blacher Sonatina 2 Second movement Allegro 
The rhythm of the recent Sonata of Blacher is more complex than 
of the first Sonatinas, resulting in a more ·involved and stibtle 
melody. The meter shifts from measure to measure almost eve~ 
measure including a different number of eighth notes. This results 
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in the unusual accentuation of the opening theme. (Ex. 48). 
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Ex. 48 Blacher Sonata First movement Allegro, ma non 
troppo 
Still more complex is Example 49 in which each measure is one 
eighth longer than its predecessor resulting in the addition of 
a higher note in the ascending scale pattern. Milhaud uses this 
same device in his Second Sonata. Melody in the romantic meaning 
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Allegro, ma non troppo 
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is completely lacking in the second theme which persists for 
thirty-five measures of (a) a leap of the fourth in the bass, 
(b) a third in the soprano, (c) a fourth in the soprano, and 
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Blacher Sonata First movement Allegro, ma non 
troppo 
!Ulythmic Elements 
50 
There is little expertmenting with rhythm in the sonatas 
of Degen, Kilpinen, Genzmer, Schroeder or Fortner. The Sonata of 
Raphael is likewise typical of nineteenth cent~ rhythms with 
particular reliance upon the rhythmic devices of Schumann. Indica-
tive of this influence are the following examples (Nos. 51 and 52) 
in which the regularity of beat is altered by introducing a triple 
unit where a duple tmit is expected and carrying this alteration 
across the bar-lines. In Schumannesque vein are the dotted 
) 
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Ex. 51 R:tphael Sonata 2. First movement Mutig und frisch 
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' Ex. 52 Raphael Sonata 2 Third movement Festlich bewegt 
rhythm patterns which occur in both t he first and last movements 
of the Fourth Sonata of Degen. In the first movement (development), 
this rhythm persists unbroken for twenty-two measures and returns 
for an additional fourteen measures after the interruption of two 
ascending scale passages. (Ex. 53). This particular type of 
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Ex. 53 Degen Sonata 4 First movement Vivace 
rhythmical figuration is rarely encountered in modern music. 
There are, however, several instances in Hindemith of the double-
dotted note as the basis for the movement; namely, in the s l ow 
movement of the First Sonata and the slow introduction to the 
rondo of the Second Sonata. (Ex. 54). 
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Ex. 54 Hindemi th Sonata 1 Second movement In the tempo of a 
very slow march 
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The last movement of the Second Sonata of Wagner-Regeny 
introduces ~copated rnythms in the manner of Bartok. 
(Exs. 55, 56). 
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Ex. 55 Wagner-Rege~ Sonata 2 Third movement Presto 
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Ex. 56 Wagner-Hegeny Sonata 2 Third movement Presto 
Most of the composers employ the usual ~ols to denote 
the rqythmic motion. In the opening movement of the First Sonata 
of Hindemith, however, there are no metrical indications. There is 
a flexibility between measures of three and four beats with 
occasionally a measure of one beat incl uded. The first movement 
of his Third Sonata gives rhythmic variety by introducing 9/8 
measures at frequent intervals in a 6/8 movement. 
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Boris Blacher achieves the most startling effects in 
rlzythm. In the course of a two-page movement (first of his 
First Sonatina), there are forty-three changes of meter from 
4/4 to 3/4 to 3/8 in seventy measures. Likewise, in the three-
page final movement of the Second Sonata, there are twenty changes 
of meter. In his Sonata, he designates the meter by these 
symbols: z., .3 2..3_ .. :-l 
-o-. -·-
" I The 
measures fluctuate from two to nine eighth notes in no fixed 
sequence. At times, the measures do add an eighth note as they 
progress as in Example 57. It is apparent that the main interest 
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Ex. 57 Blacher Sonata First movement Allegro, ma non troppo 
in t his example is that of rhythm as neither har.mo~ or melo~ are 
of ~ importance. This is typical of the entire work which does 
generate a considerable excitement by this unusual manipulation of 
I 
(, 
the rlzythms. 
' 
Harmonic Characteristics 
There are pages of quite traditional harmony that do not 
startle the ear of even the most conservative· listener. Examples 
58, 59, and 60 from the Sonatas of Degen are indicative of this 
traditionalism. Also, in the work of Raphael the harmony is 
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Ex. 58 Degen Sonata 2 First movement Allegro 
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Ex. 59 Degen Sonata 2 Third movement Allegro maestoso 
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Ex. 60 Degen Sonata 4 First movement Vivace 
romantic in spirit (Ex. 61) where by simple enharmonic changes, 
Ex. 61 Raphael Sonata 2 Fir~~~~ement Mutig und frisch 
~ 1/i( ~· · ' 
,- ... 
the harmony moves from D flat to~  ·· -~~ further example from 
, . 
Raphael {Ex. 62) vill suffice to illustrate conservative 
harmonizations. 
Ex. 62 
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Raphael Sonata 2 First movement Mutig und frisch 
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Turning to more modern idioms, there are certain harmonies 
inspired by the impressionist techniques, although these instances 
are comparatively rare. In as recent a work as the Jarnach Sonata 
of 1952, the parallelism of the ninths with the D-sharped and 
G-sharped octaves in the upper register harks directly back to 
pages from Debussy. (Ex. 63) . , In the Blacher Second Sonatina 
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Ex. 63 Jarnach Sonata 2 Third movement Sehr schnell 
tts-
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whi ch is predominantly diatonic, there suddenly appears a series of 
parallel fifths which recur seven times, the last two appearances 
in abbreviated form. The effect is most unusual in the otherwise 
simply harmonized movement. (Ex. 64). 
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Ex. 64 Blacher Sonatina 2 Second movement Allegro 
The slow movement of the Raphael Sonata commences with eight 
measures of fifths which descend, ascend, descend and ascend 
!.L 
. 
I 
before a new figuration is int roduced. (Ex. 65). 
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Ex. 65 Raphael Sonata Second movement Sehr getragen 
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The entire andantino of Blacher•s First Sonatina is constructed 
on a series of parallel fifths. The example quoted (No. 66) 
constitutes five eighths of the entire andantino. The f .irst two 
measures (not quoted) each also include two parallel fifths. 
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Several of the slow movements rely on a pedal point which creates 
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Ex. 66 Blacher Sonatina 1 Second movement Andantino 
in each instance an impressionistic effect. The seconds in the 
andantino of the Kilpinen Sonata are repeated thirty-eight times 
aoove the melody before the recitative middle section appears. (Ex. 67). 
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Ex. 67 Kilpinen Sonata Second movement Andantino 
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Schroeder employs the following pedal point. (Ex. 68). 
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Ex. 68 Schroeder Sonata Third movement Aria 
In the sixth t hrough tenth measures of this aria appear ascending 
fifths in the bass rising by a semitone. (Ex. 69) • 
.t.. . d • • -"• , k. • .. 0 ( .. t \ • c ' • . ' r • .( \J \ . ' ' I ~ u ' u • I ~· T " " II ' \ Lt_ ' F T "" \ '. \ • -, I I I 
-
I I I ~-
F 
·---
v ~ •......-. , ,...... 
--
1/ 1.....- ..-- -p 
~ 
I tf. f , .... - !1 ':!::~ c__ - -~ .2_ 
' 
"-- .....;, I--
• 
a- l, I= -: 
-----· 
... ;tt 
-
A ~ .. I"' ( ....-, . " . ,_ .. ... r - I , /':::-o ,, .... .., 
" -
r I. ' I • u •. .,.. ~ ~f t~ r=:- ....... - .. ~\=- ("" 
••• &. 'I • • r .... I • T -h • I I" T i• 
\ ~ l 
"' " 
,, 
'I l 
' 
I 
\ ,. I ,. ,, 
' 
l . .-I. . ...... 
-· 
....... 
-
"" 
I ··- I 
' 
I 1~/1 ' 
--
' .,.. 
'---
~ ) ~ \__.... - ~ t- ~~.,.,.. ...... 
-tt_J 1 ~' .~Tf /: 1, 
-
\) I 
:..n. a ,.c ;T 
rc;;r. '11 ~ ,...... ")_ .. r.:;;...-
1 ~ A 
• 
• 4" _ .. 
Ex. 69 Schroeder Sonata Third movement Aria 
Parallelism is not confined solely to fifths. There are instances 
of fourths used similarly as in the two following examples from 
Schroeder. (Exs. 10, 71). 
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Ex. 70 Schroeder Sonata First movement Energico 
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Ex. 71 Schroeder Sonata Fourth movement Allegro 
A similar, brief passage £rom the slow movement of the Degen 
Sonata follows. (Ex. 72) 
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Ex. 72 Degen Sonata 2 Second movement Adagio 
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The pentatonic scale appears in the final movement of 
_the Kilpinen Sonata. This occurs but briefly and is not typical 
of the harmonization employed by Kilpinen or of any other of the 
composers considered. (Ex. 73). Fortner resorts to the use of 
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Ex. 73 Kilpinen Sonata Third movement Allegro 
repeated chords which creates the effect of a -static harmoqy. 
Nothing seems to happen as the second in the bass neutralizes 
any melodic changes. This same style of harmonization (really 
a pedal point) persists for twenty-four measures. (Ex. 74). 
-. 
~.;)\'I) f\ Ci:\ <J f1 il ( ( " 
-:_.,. 
" 
I ,-.-
I \ M -, ' 
"' 
I 
•• ~  .. ' 
--
-, 
·' .. .. 
--___. . 
..... , • 
' il-. ~ .. -+ ' ~ 
--!-· ' ...... ... .... 
-17' 
-, 
~ 
~ 
. ' ~ • • • ~ . .. • . -. . 
...., 
- • 
. . . d' 
' • 
... • l I .. \ II -. \ 1 I I ~ ... 
"'" 
,. I . I ru. -..1 
' 
I I 
' 
II \ 7 • . "T I I I I 
·-
::!- I 
1 I 
' -
Ex. 74 Fortner Sonatina First movement Allegretto 
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There are, of course, many pages considerably more 
dissonant than the preceding examples have indicated. Bitonality, 
polytonality, atonality, quite naturally, occur. One of the 
important forces in Germanic music, as well as that of Western 
culture, is the contribution of Hindemith. typical of Hindemith's 
harmonies are the open fifths and fourths which lend an archaic 
element to his music. In the beginning of the fifth movement of 
the First Sonata, appear ascending open fifths on A, B, and C 
sharp while the upper voices spell open fourths between A and E, 
these all occurring within the confines of three measures. (Ex. 75). 
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Ex. 75 Hindemith Sonata 1 Fifth movement Lively 
The excerpt from the end of the second movement of the Second 
Sonata is an instance of a seventh chord on F sharp, on F natural, 
and a ninth on D divided so as to form open fifths in the lower and 
upper voices. (Ex. 76). Again, the measure of consecutive open 
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Ex. 76 Hindemith ·Sonata 2 Second movement Lebhaft 
fifths from the fourth movement of the First Sonata (Ex. 77) 
is typical. 
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Ex. 77 
Hindemith Sonata 1 
Fourth movement 
With quiet motion, in 
quarters as in the 
first movement 
Since the primary consideration in these works is 
the horizontal movement of the lines, momenta~ bitonal 
dissonances are usual as each line is pursuing its own 
melodic course. It is not atonal as the conflicting lines 
usually resolve within a brief time to a common chord. An 
example of this is the converging lines of Example 78 in 
which such dissonant chords as triads on A and B flat occur 
four times in the first measure and D and E flat triads 
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Ex. 78 
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Fourth movement With quiet motion, 
in quarters, as in 
the first movement 
conflict four times in the third measure quoted. Or, again, 
the rising line of Example 79 which momentarily clashes while 
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Ex. 79 Hindemi th Sonata 1 Second movement In the tempo of 
a ve~ slow march 
on an F sharp chord with a diminished triad on A and conflicts 
between D flat and D sharp, B flat and F sharp. Despite the 
momenta~ harshness of such dissonances, the ear readily 
follows the logical motion of the voices and accepts the 
~ conflicting chords. 
Among those who owe a considerable debt to Hlndemtth. 
is Jarnach. Aqy page of his sonata reveals traits closely akin 
to those of Hindemith. In example 80, the soprano chords ascend 
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Ex. 80 Jamach Sonata 2 Third aovement Sehr schne 11 
stepwise while the bass-line descends, creating momentary clashes. 
This is, however, tonal and is a characteri stic noted previously 
in Hindemith. A further instance of the Hindemith influences is 
noted in the melodic progressions built on fourths over open 
fifths in the bass. (Ex. 81). 
(\ __±-__£ __._ I I • -\-
----
~ ~ ,----
I ..1 I I l I / l:lo t 
---- / :J. ~ _It_ • ~ ott • I I .t '; ' I L ' I ' ' I ., I I - t:ll I l_L 1., • . 4 ......-
..... l .J _l -, ~~ 
-{ --
I ~ lk .- ,--- ~ ....... , f. 
" L I f\ I u 
- _., .- .... ,, ( 1/ 11 r • ., 
' 
I ,. 
' 
\ tt.. 
, 
t I 
l v 
66 
-- ---
' ' -· 
' • • 
-
Ex. 81 Jarnach Sonata 2 First movement Rasch und geschmeidig 
) 
Also to be noted are the individual progressions of the voices 
in soprano and bass clef of Example 82 where each follows its 
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Ex. 82 Jarnach Sonata 2 First movement Rasch und geschmeidig 
own course regardless of momenta~ discord. Finally, the fourths 
and fifths in the bass, the general shape of the melodic lines and 
the contrapuntal clashes they create still further suggest Hindemith. 
(Ex. 83). 
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The Husa Sonata emplqys linear counterpoint Which creates 
bitonal effects. The example from the slow movement (Ex. 84) is 
typi cal of this treatment . In this particular quotation, it is 
diff i cul t t o assign any definite tonality and the effect is 
t emporarily atonal. However, the prevai ling feeling i s of 
Dorian on a, 
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' Ex. 84 Husa Sonat a Second movement Lento 
Inst ances of more dissonant harmonies f olrow. In 
Genzmer t here are occasi onal polytonal passages as that from the 
slow movement of the Sonata in which over a diminished G major 
triad appears a dominant harmony in G wi th B flat minor tonic 
implied in the upper voices. (Ex. 85). 
~ ~ '~ _...__. 
• 
t .. I • • • I ., • I w; V I C;l •• I II 
' 
~r I 
-
.. 
..... 
~ · ll I. • I 
..II "' I I I 
I I I 
• ' ) 
'M}. ----- } :J ..4_ ., 
A • .........-.--.--I I ~ 
(~. %'f '· .. /AI' -I I 
' 
//1 
\ u I' 
... lu 
-;-" - -··. 
- • -
Ex. 85 Genzmer Sonata 2 Second movement Langsam 
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From Blacher come the next examples. First, there is an instance 
of bitonality with B flat implied in the bass and a tonality 
fluctuating between C and E in the soprano; secondly, an A flat 
in tbe bass with a probable A in the soprano. (Ex. 86). 
Ex. 86 Blacher Sonatina 2 First movement Moderato 
There are two two-measured i~tances of bitonality in the other-
wise atonal Liebermann Sonata. In the first instance, a G ·major 
triad i§ pitted against a D flat triad (Ex. 87) and, secondly, 
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Ex. 87 Liebermann Sonata Third movement Allegro . vivace 
(not quoted) in descending order an A major arpeggio and E flat 
arpeggio sound simultaneously. 
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Of atonal passages, the following are representative. 
From Jarnach come the free measures of Example 88. The Blacher 
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Ex. 88 Jarnach Sonata 2 Second movement Sehr getragen 
Sonata ends wi th atonal lines of Example 89 not dissimilar 
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Ex. 89 Blacher Sonata Third movement Vivace 
to the dissonances of the Bartok Sonata. 
It is with Liebermann that atonality has f ree pl~. 
Indeed, this is the only sonata considered which .follows 
throughout the idiom of atonali ty. Examples from the various 
71 
movements follow. (Exs. 90, 91, 92). 
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Ex. 90 Liebermann Sonata First movement Vivace 
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Ex. 91 Liebermann Sonata Second movement Andante espressivo 
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Ex. 92 Liebermann Sonata Fourth movement Allegro 
An examination of a few of the closing chords will be 
i lluminating as to the manner in which these composers have 
added fresh color to the traditional dominant-tonic closing 
harmony. Raphael, a romantic, ends his slow movement in the 
following manner wherein, surprisingly, the eleventh and 
thirteenth appear under the D flat triad. (.Ex. 93). 
Ex. 93 
Raphael Sonata 2 
Second movement 
boo; ~ --. 1 Sehr getragen 
,_j \.!f 
'-- _______, 
In the end of the Fourth Degen Sonata the inner voices 
move contrarily stepwise making for the momentary clash between 
D flat and D natural. (Ex. 94). 
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From the Blacher Sonatinas come the following ingenious endings: 
(Ex. 95) a D flat chord progresses to a chord on C to a chord on 
G. As the tonality of .G had not been the basis for this movement, 
the sudden ending on a chord on G comes as a distinct surprise. 
The final cadence of the Second Sonata cleverly ends on a C after 
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- -Ex. 95 Blacher Sonatina 1 First movement Allegro 
what appears to be an interplay between E major and C in the 
preceding measures. 
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Ex. 96 Blacher Sonatina 2 Second movement Allegro 
Contrapuntal Devices 
Among t he sonatas considered, there appear five fugues. 
They occur in the Sonatina and Sonata of Genzmer, the Third Sonata 
of Hindemith, the First Sonatina of Blacher, and the Sonata of 
Schroeder. They range in complexity from the comparatively 
simple style of Blacher (Ex. 97) to the bravura idiom of Hindemith. 
/1 ,__ 
' - · 
I ...... 
-
.l _.. ..- ·1 J \ ! I \ , ,. ...-:::;;- I I 
l ~ t/ I . 
' 
• 
' ' 
. ,. • • 
IV 
-'-
,. ... v ... ,_./ "T A 
.._/ .. 
f 
-:--., \ 
' . 
~ IZI 
- -J X. 
Cl 
\ 0 Q -:--.. 
• . 1-----.t \ 
' 
. 
.\ I I 
-A l I \ . ~. \ ~ .. ' • 
' '" 
( ' .... 7 \ .Y-' -.......a .. 
'" ' • 
+ '" 
' 
/\. 
·~ !.. .... [- ~r: -7 1- kl:..~ i Mr ~~ I J _, 
-' I....L....l 1 \ 
I 1-/ I - ~ L ..:- .. I 
Ex. 97 Blacher Sonatina 1 Third movement Vivace 
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All are worked out according to the classic tenets of tonic-
dominant subject-answer relationship. However, they do not 
adhere to classic rules of consonance as seconds, sevenths, 
ninths are freely employed. For example, a series of parallel . 
fourths appear in the second episode of the Schroeder Sonata. (Ex. -98). 
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Ex. 98 Schroeder Sonata Second movement Fuge 
From the Hindemith fugue, the following three measures abound 
in seconds and sevenths on accented beats and are typical of 
the writing throughout the fugue. (Ex. 99). 
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Ex. 99 Hindemi th Sonata 3 Fourth movement Lively 
Further examples of fugal writing are the fugato Which 
appears in the rondo of the Husa Sonata and that of the Sonatina 
of Genzmer which relies upon such a device as augmentation for 
its development. In his Sonata, the fugue is brilliantly 
pianistic in the manner of a Busoni transcription of a Bach 
fugue, the subject at the outset being stated in octaves. 
Throughout most of the fugue, three staves are employed to 
contain the widely-spaced part-writing. Hindemith's fugue is 
also brilliantly written for the keyboard and recalls the 
pianistic writing of another fugue in this same key of B flat, 
the fugue ending Brahms' Handel Variations. The spirited 
subject repeats the same phrase three times, an \U'lusual 
characteristic for a fugue theme. (Ex. 100). In the course 
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Ex. 100 Hindemith Sonata 3 Fourth movement Lively 
of the four measures there are nine intervals of a fourth and 
three intervals of a fifth, intervals which are so characteristic 
of Hindemith's harmonic structure. 
Among contrapuntal devices found in the sonatas are 
ground motives and double counterpoint. Instances of ground 
motives occur in Hindemith in the ending of the Third Sonata 
... ~~ 
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(Ex. 101) and in the first movement of the fourth Sonata of 
Degen in which the opening motive of the sonata (Ex. 102) 
later serves as the motive for a ground bass for the second 
theme. The melodic line above this bass is also constructed 
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Ex. 101 Hindemi th Sonata 3 Second movement Very lively 
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Ex. 102 Degen Sonata 4 First movement Vivace 
on the characteristic leap of a fourth. (Ex. 102b). 
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Double counterpoint occurs in the Hindemi th Third 
Sonata {Ex. 103) in which the melody first appears over the 
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Ex. 103 Hindemith Sonata 3 second movement Very lively 
chords of the left hand and later appears three octaves 
beneath the chords. The Raphael Sonata utilizes the inter-
play of contrapuntal lines in which a chromatic line is 
inverted with slight alterations over a descending step-
wise line and later appears over the stepwise bass 
ascending. This is freely worked out in a pianistic 
manner which is effective. (Ex. 104). 
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Ex. 104 Raphael Sonata 2 Third movement 
Festlich bewegt 
Wagner-Regeny' s Sonatas abound in contrapuntal and 
imitative devices. The opening of the First Sonata is typical 
of the linear counterpoint of his works. This is imitative 
without being an exact canon, the horizontal aspect of 
the lines being always of prime importance. (Ex. 105). 
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Ex. 105 
' 
Wagner-Regeny Sonata 1 First movement Allegro 
moderato 
The Degen Sonatas are developed in a scholarly manner in which 
different motives are combined with each other in varying ways, 
as augmentation. For example, the final movement of the Fourth 
Sonata is lmi lt gn the motives of Example 196 yhj eh liter ocpur 
' \b) 
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Ex. 106 Degen Sonata 4. Fourth movement Allegro maestoso 
in such combinations as Example 1~7 Which combines (a) and (b), 
and in Example 108. In this instance, · the triplet of (c) is 
joined with the fourths of (b) and the acc~anying figuration 
consists of triplets. 
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Ex. 107 Degen Sonata 2 Fourth movement Allegro maestoso 
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Ex. 108 Degen Sonata 4 Fourth movement Allegro maestoso 
A fugato of a page's duration combines motives (a) and (b), 
as well as a new motive o£ £our scale tones. (E.x. 109) . 
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Ex. 109 Degen Sonata 4 Fourth movement Allegro maestoso 
Pianistic Styles and Devices 
The Sonatinas of Blacher, the Sonatina of Fortner, 
the Sonata of Kilpinen, the Sonatas of Wagner-Regeny are simple . 
in style, making few demands on virtuosity. There are 
unpretentious· lines in Hindemith as an occasional waltz 
fotmd in the two excerpts from the second movement of the 
Second Sonata. (Exs. 110, 111). 
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Ex. 110 Hindemith Sonata 2 Second movement Lebhaft 
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Ex. 111 Hindemith Sonata 2 Second movement Lebhaft 
Influences of the nineteenth cent~ are evident in 
Degen, Raphael, Genzmer, and even a few in Hindemith. While 
there are no cadenzas, figurations, bravura passages as in 
the works of Hindemith, there is an occasional passage as 
that of the commencement of the third movement of the First 
Sonata where appear unisons almost Olopinesque. (Ex. 112). 
This is reminiscent of the fleeting, bravura passage in the 
Chopin E major Scherzo. Similar figurations appear in the 
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Ex. 112 Hindemith Sonata 1' - Third movement Lively 
.final movement o.f the Jarnach Sonata (Ex. 113) where Olopin 
is again suggested. This movement has the sween and hrjlllp-·· 
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hx. 113 Jarnach Sonata 2 Third movement Sehr schnell 
octaves, wide leaps of the Scherzi of Olopin. 
The Schumannesque influences on Degen have been 
previously noted. The .following examples instantly recall 
similar passages .first used by SchUila.nn. The beginning 
of the final movement strongly suggests the powerful theme 
of the second movement of Schtmlann•s Fantasy (Ex. · 114), while 
Example 115 seems to belong to the spirit of the Carnaval. 
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Ex. 114 Raphael Sonata 2 Third movement Festlich bewegt 
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Ex. 115 Raphael Sonata 2 Third movement Festlich bewegt 
To carry the relationship to Schumann still further, there is 
the Example 116 with its sequences commencing on the unaccented 
second beat of the measure and its inner voice identical to a 
favori t e pattern of Schumann (Faschingsschwank ~ Wien). 
Schumann Is style of writing is also present in Degen Is 
Sonatas, in particular, in the first movements of both sonatas 
considered. This can be noted from the three settings of the 
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rondo theme from the Fourth Sonata, the last of which includes the 
familiar dotted rhythms . 
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Ex. 116 Raphael Sonata 2 Third movement Festlich bewegt 
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Ex. 117 Degen SOnata 4 Third movement Allegro 
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Ex. 118 Degen Sonata 4 Third movement Allegro 
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Ex. 118b Degen Sonata 4 Third movement Allegro 
Romanticism, namely as practiced by Brahms, serves 
as the model for Genzmer. The bass with thirds (Ex. 119) 
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Ex. 119 Genzmer Sonata 2 First movement Lebhaft 
is typical of a Brahms' piano bass. The first movement of 
the Genzmer Sonata employs cross-rhythms, octaves, and a 
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full bass-line, all in the manner of Brahms. The Brahms of 
the Handel Variations fugue is eve~here present in the big 
writing of both Genzmer's and Hindemith's fugues. This massive 
writing is typified by the canon of the sixth over the widely 
spaced G major triad from the Genzmer fugue (Ex. 120) as well 
as the widely-spaced lines from the Hindemith fugue. (Exs. 121, 122). 
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Ex. 120 Genzmer Sonata 2 Fourth movement Massig bewegt 
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Ex. 121 Hindemith' Sonata 3 Fourth movement Lively 
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Ex. 122 Hindemith Sonata 3 Fourth movement Lively 
It is a curious and probably completely unintentional coincidence 
pages of the Hindemith First Sonata (Ex. 123) bear such a similarity 
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Ex. 123 Hindemith Sonata 3 
• b• 
First movement With quiet 
motion 
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T . I ' I 
?f· 
to the final statement of the subject in the closing fugue of 
Beethoven's op. 110. 
Passages of brilliance occur in the Jarnach and 
Schroeder Sonatas. From Jarnach comes the clangorous · bass 
of Example 124 and from the fugue of the Schroeder Sonata 
Ex. 124 Jarnach Sonata 2 Third movement Sehr schnell 
the octave passage of Example 125. Liebermann uses interlocking 
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Ex. 125 Schroeder Sonata Second movement 
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chords which rise from the bass to the upper registers. (Ex. 126). 
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Ex. 126 Liebermann Sonata First movement Vivace 
The Husa Sonata utilizes many of the bravura effects of 
a Liszt, a Ravel, and a middle-period Bartok. There are interlocking 
octaves in abundance. Indeed, the theme of the rondo (Ex. 127) is 
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Ex. 127 Husa Sonata Third movement Allegro ma non troppo 
constructed on such a device. The first movement is replete with 
octaves, usually in contra~ motion and following differing melodic 
lines between the two hands. The final movement includes an 
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entire page of octave passages. There is a cadenza figuration 
similar to those of Ravel's Jeux d'Eau (Ex. 128) which includes 
Ex. 128 Husa Sonata Third movement Allegro ma non troppo 
a chordal trill and a descending minor second glissando, all found 
in the Jeux d'Eau. There are such markings as: " (\.IVvvt. signifie--
' levez peu a peu la pedale" under a middle C sharp. The entire work 
is stunning and pianism of originality. 
Characteristics and Trends 
It would be unfair to complain that the land that gave 
rise to this fonn is .no longer turning to it with equal enthusiasm 
as fonnerly, but the fact remains that even the most illustrious 
name, Hindemith, has written only three solo piano sonatas out of 
the vast wealth of material he has composed. No composer writes 
prolifically for this medium as have several of the Russians, 
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Medtner, Miaskowski, Prokofieff, Scriabin. Obviously, other forms 
and media are more engaging to these modern composers. 
In general, the sonatas are scholarly and well-constructed. 
The Degen and Schroeder Sonatas bristle with imitative devices 
including fugal passages; the Hindemith and Genzmer fugues have been 
noted. This all bespeaks the seriousness of these works and the 
careful construction that goes into their conception. None of the 
sonatas examined was a light, ai~ work, but all were of a serious-
ness and of v~ing degrees of profundity. No sonatas were merely 
display pieces (with the possible exception of the Raphael Sonata), 
designed for virtuosity but invariably musical consideration came 
first. In the case of the Blacher works, the rhythmical 
considerations were of such prime importance that the writing 
becomes sparse, almost unpianistic. The contrast between this 
type of writing and that of the modern Russians is most pronounced. 
Such writers as Miaskowski, even when writing a fugue, pen highly 
pianistic figurations. The two approaches point out well the 
different aesthetic principles involved. No one among the Russians 
puts the intellectual material first as does Blacher. 
. j 
B: THE AUSTRIAN PIANO SONATA 
Historical Background 
The earl iest sonata to be considered is that of 
Alban Berg (1885-1935), his opus 1, composed from 19o6 to 1908. 
A Sonatina, opus 21, of otto Jokl (1891- ) was dedicated to 
Berg, Jokl' s teacher. There are sonatas by such men as 
Ernst Krenek (1900- ) , Ernst Toch (1887- ) , and 
Berthold Goldschmidt (1903- ). Krenek has composed three 
sonat as twenty-five years apart. The First dates from 1919; 
the Second, opus 59, from 1928, and the Third was composed in 
the United States in 1943. Berg's teacher, Arnold Schoenberg, 
has written no piano sonata. His disciple, Anton Webern 
(1884-1945), however, has influenced Leopold spinner (19o6- ) 
who is Polish born with some Armenian blood but spent his life 
in Austria until 1938 when he emigrated to England. His output 
of publ ished works is small, being scarcely more than a half-
dozen works. A Sonata, opus 3, dates from 1943. From 1947 come 
two Sonatinas, opus 7, of Gottfried von Einem (1918- ) and 
in 1952 Franz Salmhofer ( 1900- ) composed a sonata. 
Musical Fom 
The Berg Sonata consists of but one movement, a 
sonata-allegro, in which the exposition is designated to be 
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repeated. The Jokl Sonatina is likewise in one movement but in 
this instance is comprised of a theme and five variations with 
a coda. In the Sonata of Toch, there appear three movements , 
a sonata-allegro, an intemezzo and a final allegro which loosely 
£ollovs the form of a rondo. The Goldschmidt Sonata commences with 
a lengthy sonata-allegro which is followed by a slow movement and 
a final rondo. This is the same form as the Salmhofer Sonata. The 
Second Sonata of Krenek is likewise orthodox in form with a sonata-
allegro, a march and a sonata-allegro for the last movement. The 
two Einem Sonatinas achieve their dist inctive originality not by any 
innovations of form which is quite as expected, the First Sonatina 
consisting of a sonata-allegro and a moderately rapid second movement 
which is a series of closely knit variations, and the Second 
following the usual three movements, the second movement being a 
brief, canon at the octave below and the third movement, a rondo, 
.. 
subtitled "Homage a Moussorgsky11 • The Spinner Sonata is atonal 
without following the principles of the tone-row. It consists 
of three movements: moderato, allegro and allegro. Since this 
is constructed on entirely different principles from tonal music, 
the usual forms do not prevail and there is no recurrence of 
themes. Whatever of experimenting was to appear in these works, 
it was not in search for new forms as eVerything with the exception 
of the Spinner follows traditional patterns. 
Melodic Development 
The Berg and the Jokl works are characterized by 
extreme chromaticism. With the Berg the influence of Tristan 
Shines through every measure. Also, there appear numerous 
upward leaps as in the melodic lines of Scriabin. In Example 1, 
Ex. 1 Berg Sonata First movement Massig bewegt 
the opening measure consists of an interval of a rising seventh, 
the bass descends chromatically and the inner voice likewise 
descends chromatically from B to F. The melodic line is not 
developed according to any fixed metrical unit of measure but 
grows from motives which are extended. The second theme of 
the sonata is scarcely distinguishable in mood, construction, 
or harmonization from the opening theme. (Ex. 2). Indeed, 
the entire sonata suffers from an almost complete homogeneity 
of style with no variety or relief. There are only three 
eighth rests (one of which appears in Example 1) in the 
entire sonata. The closing theme, rising eight times the 
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Ex. 2 Berg Sonata First movement Massig bewegt 
interval of a sixth or seventh is the most similar in mood to 
Scriabin, but the writing is merely tentative in comparison 
with Scriabin' s. (Ex. 3). 
E.x. 3 Berg Sonata First movement · Massig bewegt 
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Goldschmidt const ructs hi s mel odic lines in the 
Brahmsian t r adition. The themes are romantic and follow 
regular four-eight measure phrase lengt hs . For example, in 
the f irst movement of the Goldschmidt Sonat a, t here are !lla.IW 
figurations and melodic patterns t hat strongly suggest the 
idiom of the D minor Piano Concerto of Brahms as i n t he por-
tion of t he melody t aken f rom the openi ng theme (Ex. 4) which 
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Ex. 4 Goldschmidt Sonata 1 First movement Presto 
is similar to the following excerpt f rom the Brahms * Concerto 
(Ex. 5). 
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Ex. 5 Brahms Piano Concerto 1 First movement Maestoso 
Krenek and Toch, both composing sonatas in 1928, 
employed melodic lines of much greater freedom and dissonance. 
While the first theme of Krenek's third movement is not atonal, 
it certainly moves freely within a form of the tonality of B. 
The range is wide and the intervals are spaced far apart (Ex. 6). 
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Ex. 6 Krenek Sonata 2 Third movement Allegro giocoso 
The second theme of this movement is more tonal although it 
modulates from a B flat tonality to that of D major within 
t he space of two measures (Ex. 7). As with the previously 
Ex. 7 Krenek Sonata 2 Third movement Allegro giocoso 
quoted theme, the melodic range is wide. The first movement 
of this sonata is built on a waltzlike theme (Ex. 8) over a 
s imple bass pattern. 
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Ex. 8 Krenek Sonata 2 First movement Moderato commodo 
The Toch themes are the most free of the earlier 
sonatas, the beginning of the first theme (Ex. 9) attesting 
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Ex. 9 Toch Sonata First movement Quasi toccata 
to the vagueness of t onality. The theme appears to commence 
in D Minor only to progress almost immediately (second measure) 
to G flat major. In Example 10, the first measure and one half 
of the upper voices moves in A flat against a melody in E major, 
a combination typical of the bitonality resulting from 
these freely moving voices. The final movement is unusual 
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Ex. 10 Toch Sonata Second movement Intermezzo 
melodically, consisting almost entirely of only two voices. 
Not unt il t he final page i s one of the voices doubled by 
an octave or is an ext raneous note added to spell a chord 
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(Ex. 11) . The upper vo ice moves through implied descending 
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Ex. 11 Toch -Sonata Third movement Al l egro 
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chromatic chords (G, B, B flat, A, A flat, etc.) above a 
descending "E" major scale passage with a raised fourth. The 
voices are in bitonal relationship to each other. In measures 
3 and 4, the figurations are interchanged between voices, 
the upper voice being inverted, however. Such manipulations 
of themes are certainly more intellectually than musically 
pleasing as the harsh dissonances of the minor seconds 
{D-D flat, F-F sharp, etc.) are extreme~ discordant. 
~ 0 1 1 p ~·nPm uses diat n'c melodic lines as 'n Exam le 12 
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Ex. 12 Einem Sonatina 1 First movement Molto allegro 
which moves in thirds in a romantic vein. More typical, 
however, of his style is the wide-range theme of Example 13 
with its bitonal accompaniment. Salmhofer likewise employs 
a diatonic melodic line as in the first Einem example. 
Jypical of this is the theme of the rondo harmonized over an 
ascending series of triads built on the steps of C major. 
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Ex.13 Einem Sonatina 2 Third movement Molto allegro 
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.Ex. 14 Salmhofer Sonata Third movement -Vivace 
RQythmic Elements 
It is only in the Toch Sonata that intracate 
reythms occur. The Berg and Jokl Sonatas, employing a 
chromatic idiom, rely completely for their rhythmic energy 
upon the patterns of the motives chosen as that of the dotted 
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eighth and sixteenth notes which appears eight times in 
Example 3. Both Goldschmidt and Krenek emplqy traditional 
rhythms. Goldschmidt sets the first movement of his Sonata 
in 7/4 meter which is an unusual rhythm for a sonata-allegro. 
Krenek for his second movement, an energetic march, employs 
the dotted rhythm of Schumann. (Ex. 15). This same rhythm 
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Ex. 15 Krenek Sonata 2 Second movement Alla marcia, energico 
serves as the metrical basis for the first movement of 
Einem's Second Sonatina. , ' (Ex. 16). Here, however, it is 
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Ex. 16 Einem Sonatina 2 First movement Allegro 
used in connection with a triplet figuration as accompaniment. 
While the meters change repeatedly in these sonatinas, the 
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rnythms are orthodox. Salmhofer, the most recent sonata-composer 
considered (1953) is as classical as a Clementi, everything falling 
in a regular, rhytbnical pattern. With Spinner who is primarily 
interested in patterns atonal, the motion is often static 
as in Examples 17 and 18. There is a certain regularity with 
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E.x. 17 Spinner Sonata Third movement Allegro 
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Ex. 18 ~inner Sonata First movement Moderato 
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which he repeats particular rnythmical patterns which patterns in 
themselves are not in ~ way unusual rhythmically. 
Toch, however, uses rQythmic devices as in Example 19 
in which the lower voices follow a rhythmic pattern of 51!· mots= 
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Ex. 19 Toch Sonata First movement Quasi toccata 
while the upper voices are proceeding in groups of three eighth 
notes, interspersed with an occasional group of two eighth notes. 
This makes for complete freedom of the upper and lower parts, 
accents only rarely fal ling together between these voices. Again, 
by means of bringing in t he voices on various beats and parts of 
the beat, a remarkable rhythmic freedom is created. In Example 20, 
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Ex. 20 Toch Sonata First movement Quasi toccata 
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by tying a sixteenth to a quarter and beginning the new phrase on 
the second sixteenth of a group of four, the upper voice becomes 
free from the rQythmic pulsations of the lower voice which includes 
a group of four eighth notes in a phrase which phrase.,. however, 
commences on a half beat. These two examples are typical of the 
ingenuity displayed in attaining rhythmic variety. 
Harmonic Characteristics 
While the Berg idiom of his opus 1 stretches tonality 
to the limit, it is still tonal, although the modulations are 
rapid. The seven measures taken from the development (Ex. 21) 
are typical of the rapidity with which the tonality shifts 
throughout the sonata. An A major dominant ninth harmony 
resolves to the tonic ninth in second inversion with augmented 
fifth which then proceeds to a chord on B in the second measure; 
the third measure is a replica of the first, modulating to an E 
flat ninth chord. The fifth measure suggests a dominant 
thirteenth of F sharp minor resolving briefly on the third 
beat to the tonic. The same melodic line that appeared 'in the 
fifth measure is harmonized in the sixth by a seventh chord on B 
which proceeds to a dominant harmony in D minor which .then resolves 
to the tonic on the third beat. The final measure suggests an F 
minor tonic harmony. The tonalities implied are not closely related 
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Ex. 21 Berg Sonat a 1 First movement Mass ig bewegt 
and t he modul ations are sudden. Ho-wever , by misspelling 
chords enharmonically, the modulations m~ be explained satis-
f actorily. For example, between measures 4 and 5, occurs a 
ehange f r om an E flat chord to one on C sharp. If the E flat 
chord is considered as one on D sharp, the chord becomes a 
r--.. ( \ 
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submediant harmony in the key of F sharp and the modulation is 
understandable. Interest lies in the motion of the individual 
voices as well as in the harmonic web of sound. For example, 
the opening motive in the upper voice (a dotted eighth, sixteenth 
and quarter) is echoed ~ the inner voice of the second and third 
beats of measure 2. This pattern is repeated in measures 3 and 4. 
Jokl, the pupil of Berg, pushes the tonality over the 
borderline into the atonal world as in Example 22. Here there is 
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First movement Pi u lento (Second 
variation) 
no key center, the intellectual interest lying in the progressions 
o£ the various voices. 
Goldschmidt is essentially tonal and traditional but, 
occasio~ally, conflicting tonal lines will occur as in Example 23 
in which A natural and A flat, F natural and F sharp, B natural 
and B flat will occur simultaneously. 
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Ex. 23 Goldschmidt Sonata Third movement Allegro molto 
Krenek writes bitonal lines (Ex. 24) in Which an 
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Ex. 24 Krenek Sonata 2 First movement Allegretto 
A flat seventh appears with a G triad; a G flat seventh with 
an F triad; and E seventh with a B flat triad, etc. He also 
employs such orthodox harmonies as the dominant- tonic relation-
ships of Example 25. 
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Ex. 25 Krenek Sonata 2 )bird movement Allegro giocoso 
Spinner's world is atonal throughout without adherence 
to the tone-row as Schoenberg devised it. It is, of course, 
possible to force this writing into a harmonic scheme, although 
this is always of an arbitrary nature. For example, in the 
otation below Ex. 26) roots for each measure might be as 
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Ex. 26 Spinner Sonata First movement 
4 'foo ~ ' -;-:-
' 
'-
'1 --:;:;- I. 
-
'T ')I 
.. 
~ \) ~' 
ll , 
II • 
'I ...,. 
I If 
--...... 
----... 
Moderato 
indicated: G, B, E, C with the first measure containing both 
A and A flat as major and minor ninths, the D sharp and D natural 
-. 
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of the second measure could be considered major and minor thirds, 
and the C sharp and C natural minor ninths. Likewise, in the 
· fourth measure the B and B flat could be considered minor and major 
sevenths. thus, this passage could be analyzed as one in C major 
composed of· series of chromatic chords, although it is doubtful 
if most ears would hear it as such. 
Einem uses diatonic harmonies, but, being a linear 
contrapuntalist, creates some clashing harmonies as in the bitonal 
effects of the following examples where (Ex. 27) G major and F sharp 
sound simultaneously, or in Exampl e 28 where both bass and soprano 
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Ex. 27 Einem Sonatina 2 Third movement Molto allegro 
Ex. 28 Einem Sonat ina 2 Third movement Molto allegro 
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Ex. 29 Einem Sonatina 1 Second movement Moderat o 
parallel chords of Example 29 whi ch, moving canoni cally, create 
fluctuations between D flat major, D minor and G minor. Not 
always is the di ssonance as pronounced as in t he exampl es 
quoted above. Ther e are such instances as that of Example 30 
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Ex. 30 Ei nem Sonatina 1 First movement Molto allegr o 
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which is frankly romantic, the mel~ suggesting a popular ballad 
theme. The £ina! cadence is lrorthy o£ quote £or its fresh handling 
o£ .this dominant-tonic relationship • 
J 
' 
Ex. 31 
..c.~ ..! 
....1. L.rt...... ....a: 
,..., 
...1. _n_ ~ 
-=-~ ~ 
.L:.l. 
-
'--
~ 
.L::U --•.-1. _I' 
L...1_ ,..!.; 
...l. 
..L :.J1 ....:!. 
....). 
~ 
-
-A... 
-.J '--~ 
Einem Sonatina 2 
(Ex. 31). 
.....__ 
-
rff 
--
---... 
::=f 
----; 
Third movement Molto allegro 
The recent Salmho£er Sonata does not displ~ the har.monic 
subtlety o£ an Einem. Typical is the opening theme (Ex. 32) 
which contains measures similar to thoJ,s~.e~ _ ~qu~o~t~e~d~in~c~l~u~d~i~n~o-. .... ._ ________ ~--
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Ex. 32 Salmho£er Sonata First movement Allegro con brio 
chords o£ a measure's duration on G, E flat, G, D £!at, G. 
The motive built over the parallel chords o£ a major second 
apart (Ex. 33) recurs throughout the £irst movement; 
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Ex. 33 Salmhofer Sonata · First movement Allegro con brio 
Finally, the example of parallel fifths from the slow 
movement. (Ex. 34). 
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Ex. 34 Salmhofer Sonata Second movement Adagio 
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Contrapuntal Devices 
Intellectual and scholarly treatment of themes 
appears on many pages of these sonatas. For example, the 
simple theme (Ex. 35) of the third movement of the Goldschmidt 
Ex. 35 
Goldschmidt ·Sonata 
118 
Third movement Allegro molto 
Sonata is treated to ~rious alterations during the development 
such as inversion, canonic imitations. The canonic imitation 
between the two voices of Example 36 is typical. 
Ex. 36 Goldschmidt Sonata Third movement Allegro molto 
There is canonic imitation of similar style in the slow 
movement of this sonata (Ex. 37). The upper voice of measure 
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Ex. 37 Goldschmidt Sonata Second movement Largo 
2 imitates the bass of measure 1 while inner descending voices 
imitate each other. This movement is intellectually organized. 
The first movement commences with a basso ostinato (Ex. 38) 
. j lA : ! 1.. ~ ' ~ ~ I , 
' • 
' • 
Ex. 38 Goldschmidt Sonata First movement Presto 
which is repeated four times. The bass line of Example 4, 
previously quoted, is built on an ostinato changing, however, 
its keytone from measure to measure. In the final 
movement, a sequential pattern appears as in Example 39, 
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Ex. :J'7 
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uo1ascnm1at ~nata Third movement Allegro molto 
in which the bass moves downward for the extent of an octave. 
The doUble counterpoint of the final movement of 
The Toch Sonata (Ex. 11) has been previously cited in con-
nection with the melodic treatment of that movement. This 
movement also is composed on principles of canon and inversion. 
The slow movement of the Einem Second Sonatina is a canon of 
the octave which commences as in Example 40, becomes more 
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Einem Sonatina 2 Second movement Adagio 
complicated rhythmically and then broadens for the last third 
of its length into eighth and quarter notes. Einem abounds 
in imitative devices. For example, the theme (Ex. 41) serves 
I 
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Ex. 41 Einem Sonatina 1 Second movement Moderato 
as a . basis for variations which are highly ingenious~ The motives 
11
a
11 
and "b" are themselves canonic and serve as the point of 
-departure for inversions, augmentations, as in the second line 
·of the above where "c" is observed to be the inversion of 
the original motive and 11d11 an inversion and diminution. 
From the Second Sonatina appear such canonic phrases as 
those of Examples 42 and 43. 
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Ex. 42 Einem Sonatina 2 First movement Allegro 
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Ex . 43 Einem Sonatina 2 Third movement Molto allegro 
Devices as the recurrence of a particular interval 
characterize the Spinner Sonata. Augmented sevenths and 
diminished octaves both rising and fal l ing are much in evidence 
in the following example. (Ex. 44). 
Ex. 44 Spinner Sonata Second movement Allegro 
Pianistic Styles and Devices 
The Goldschmidt Sonata is stylistically influenced 
by Brahms. The brilliance of Liszt is apparent in the finale 
of the Krenek Sonata. The Sonatas of Berg, Jokl and Toch 
are less successfully conceived for the piano, relying upon 
disjointed chords and contrapuntal passages for their 
developments. Neither Salmhofer or Einem are interested 
in bravura effects. Einem introduces a curious anachronism 
in his writing by including a bell-effect (Ex. 45) which is 
' explained by the subtitle of "Homage a Moussorgsky". The 
theme is, of course, taken directly from Boris and the Great 
Gates of Kiev. 
--
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Ex. 45 Einem Sonatina 2 Third. movement Molto allegro 
Characteristics and Trends 
These sonatas strike a serious note . Gaiety, 
lightness are not the moods to be found here but rather a 
concern with the nobler emotions. The qynicism of a Pro-
kofieff is nowhere evident. The Berg Sonata is probably the 
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finest of the group despite the fa~t that it· i~ not particularly 
happily conceived for the piano. Its intense mood is success-
fully maintained to the end where the other sonatas falter . 
The Einem Sonatinas, although slighter in structure, also 
maintain a high degree of intellectual interest. 
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CHAPTER II 
THE PIANO SONATAS OF POLAND, ROUMANIA, 
CZECHOSLOVAKIA AND Iit.OOARY 
The following Central European Sonatas will be 
considered: 
POLAND: 
Tansman 
OOUMANIA: 
Rathaus 
CZECHOSLOVAKIA: 
Axman 
Haba 
Schul hoff 
HUNGARY: 
Bartok 
Jemnitz 
Sonatine pour Piano 
Second Sonata 
Fourth Sonata 
Sonata Translantique 
Third Sonata 
Second Sonata 
First Sonata 
Second Sonata 
First Sonatina 
First Sonata 
First Sonata 
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A: THE POLISH PIANO SONATA 
Historical Background 
j Of Polish composers, Alexander Tansman is among the 
1 /faost distinguished. Born in 1897, he emigrated to the United 
/. ' 
States in 1941. The works to be considered include a Sonatine 
pour Piano of 1924, the Second Sonata of 1929, the Sonatine 
Transatlantique of 1930, and the Fourth Sonata of 1941. 
/ 
Musical Form 
Formally, the earlier works borrow from dance idioms. 
» e Second Sonata consists of four movements, the usual sonata-
llegro, a dignified and stately slow movement, a scherzo and 
a mazurka developed in the form of a rondo. In the Sonatine, 
a brief sonata-allegro is followed by a slow movement and 
completed with a toccata in free rondo form. The Sonatina 
Transatlantique relies completely upon dance rhythms, a 11Fox-
trottt in loose sonata-allegro form being followed by a 
~'Spiritual and Blues" and concluded with a rondo entitled 
~O:larleston11 • The Fourth Sonata progresses from one movement 
to the next without any final cadences to denote the ter.mina-
tion of a particular movement except after the slow introduction 
which ushers in the sonata-allegro. The exposition of the 
Sonata-allegro is to be repeated, a characteristic of older 
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sonata-allegro movements but one rarely encountered in modern 
movements in this form. The movement dies away on a "G't only 
to have the second movement pick up this same 11Qtt as its opening 
--tone. The slow introduction returns to be followed by a sonata-~ . 
~allegro as final movement. 
Melodic Development 
The numerous dance movements lend themselves to 
regular two-four-eight measure developments. A typical example 
of this regularity is the theme of the Spiritual from t he 
Sonatina Transatlantique which falls into four measure phrases :s 
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Tansman Sonatina Transatlantique Second movement 
Spiritual and blues 
In the Fourth Sonata, the main theme of the first 
movement consists of a meloqy of fifteen measures duration 
entirely in unisons. The theme is broken irregularly into 
phrases as follows: five beats; three beats; two beats; 
eight beats; three beats; five beats; three beats; three 
I ""'1 
. ~ . 
beats; two beats; nine beats; eight beats; seven beats. 
(Ex. 2). Since the meter is that of common time, it is 
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Ex. 2 Tansman Sonata 4 First movement Mosso 
obvious that there is no regular recurrence of accentuation 
upon first beats of measures. This theme is followed by 
~ equally unusual subject (Ex. 3) which is repeated six 
Ex. 3 Tansman Sonata 4 
First movement Mosso 
times over a ninth chord on F with only the fifth and ninth 
included, which chord serves as a pedal point for eleven 
measures, descending stepwise in the twelfth and thirteenth 
measures. 
~hmic Elements 
In the Sonatas it is the rhythmic element that is 
of prime importance. The main theme of the first movement 
of the Second Sonata is a waltz (Ex. 4). The most obvious 
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Ex. 4 Ta.nsma.n Sonata 2 First movement Allegro risoluto 
dances are those of the Sonatina Transatlantique in which 
the rhythms are those of a foxtrot, blues, and the Olarleston, 
all of which are characterized by s.yncopations, as in Example 
5 where the chords enter irregularly on the first beat, second 
half of second beat and fourth b.eat, second beat, last half 
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Ex. s Tansman Sonatina Transatlantique Third movement Molto 
vivo 
o:f third, and, in the third quoted measure, a pattern 
similar to that of the first measure. Again, over two 
measures of repeated G major chords recurring on the beat, 
appears the syncopation of Example 6 to be followed in the 
third measure by a pattern similar to the first measure of 
the preceding example. 
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Tansman Sonatina Transatlantique Second movement 
Spiritual and blues 
The dotted eighth and sixteenth of the first beat 
of the mazurka are the rhythmic basis for the final movement 
of the Second Sonata (Ex. 7). This mazurka, however, is 
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Ex. 7 Tansman Sonata 2 Fourth movement Allegro con brio 
but a faint echo of those of Chopin. 
other movements, not of dance character, are also 
primarily rhythmic. The largo (Ex. 8) from the Second Sonata 
employs the rhythms of a dotted eighth followed by two thirty-
seconds, suggesting a funeral march. Likewise, the adagio 
h 
.0 I I 
II-• 
~ 
v 
. 1 '1 ~ 
. 
• 
.. 
I 
\ 
~ 
j \ 
. 
~ 
II• 
:CJ . 
131 
/'\ "'-T'QO 
/ I ( r- --- ,;' ~ "" -~. :=;- r- .... :- I\ ./ 
" . 
. 
.... ) ~ ~ -9 . • - , .. ~ --€ . -:-<~ • -4 1-- • .,._., ~ pv .... 
l .. .. . I lb" L"l ' , '--" I • ,. ..... ~ ./ '- I . . . (: . ,u, • • . . • 
' 
• • 
t:r1i"· ~r ti -y. J)E_ ~t:r ~f tr-y. 
Ex. 8 Tansman Sonata 2 Second movement Largo 
of the Fourth Sonata (Ex. 9) is characterized by a sixteenth 
note preceding a dotted eighth with melodic lines repeatedly 
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Ex. 9 Tansman Sonata 4 Third movement Allegro deciso 
following the pattern of a half note tied to a dotted eighth 
followed by a thirty-second note. As in the previously quoted 
example, here too, is a movement of funereal gravity. 
Harmonic Characteristics 
There is bitonality in the earliest Sonata although 
it appears only occasionally, while in the Fourth it is every-
where apparent. In the example from the Second Sonata (Ex. 10) 
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Ex. 10 Tansman Sonata 2 First movement Allegro risoluto 
there are momentary dissonances between a C major chord and 
an F sharp chord, a D minor chord and an E major chord; an 
E major chord and a D sharp chord over a D flat chord; a 
seventh chord over an E flat chord; an A flat and G chord 
over an F chord. 
In the Sonatina t~ere are more extended passages 
in differing keys. From the third movement, the toccata, 
occur the following excerpts (Ex. 11). The opening measures 
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Ex. 11 Tansman Sonatina 1 Third movement Vivace 
emplqy the k~ of F sharp in the bass with C major in the 
upper voices while later in the movement the F sharp in one 
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voice is accompanied a half step lower by F major chords with 
a chord on G for the final half of the second and fourth beats. 
In the fourth Sonata occur numerous measures as in 
Example 12, in which each voice follows its own pattern 
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Ex. 12 Tansman Sonata 4 First movement Andante sostenuto 
irrespective of the dissonances it creates with the other 
voices. The chromatic soprano voice has no relation harmon-
ically to what occurs in either the alto or bass voices which 
have in turn no relation to each other. These measures are 
atonal although the section ends with five measures of G pedal 
point under a similar chromatically ascending and descending 
passage and resolves finally on a C major triad. 
The atonality is further carried out in the main 
theme of the first movement (Ex. 13) in which no key is 
established nor any harmony suggested. This is contrary to 
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the strong harmonic background of the unison passage which 
concludes Chopin's B flat minor Sonata. 
Throughout the sonatas there are frequent examples 
of parallelism either of fifths, sevenths, or higher dissonances. 
The second theme of the Second Sonata (Ex. 14) serves to illustrate 
Ex. 14 Tansman Sonata 2 First movement Allegro risoluto 
the parallelism in fifths while (Ex. 15) from the Fourth Sonata 
the quotation typifies the parallel movement in sevenths in the bass 
Ex. 15 
Tansllan Sonata 2 
First move11ent 
Allegro risoluto 
and that of fourths in the upper middle voices. From the Sonatina 
-moving up a sixth, down a fourth, etc • 
Ex. 16 
Tansman Sonatina 1 
First movement 
Modere 
.Among unusual chords of which there are many, is 
the thirteenth chord on D which stretches over three and a 
half octaves {Ex. 17) . 
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Tansman Sonatina 
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Second movement 
In modo polonico 
. 
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Contrapuntal Devices 
There are comparatively few imitative devices, 
although there do appear instances of ground motives. There 
is no fugal or canonic passage of any significance. .Among 
the ground motives is that of the first theme of the last 
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movement (Ex. 18) of the f ourth Sonata which recurs throughout 
Ex. 18 
Tansman Sonata 4 
Second· movement 
Adagio lamentoso 
the movement on different degrees of t he scale as well as the 
motive of the following Example 19 also appearing in ·_ t he 
movement . 
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Ex. 19 Tansman Sonata 4 Third movement Allegro deciso 
Pianistic Styles and Idioms 
The writing is ungracious to the k~board, at no time 
emplqying any Romantic pianistic devices. Instead, the piano 
is treated percussively, the numerous seconds, ninths, tending 
to emphasize this wooden quality of the instrument. There 
is no attempt at tone painting. Only in the slowmovement 
of the Second and Fourth Sonatas is any effort made to create 
a cantilena passage. 
Characteristics and Trends 
Tansman does not rely upon Polish influences for 
his material with the exception of the Mazurka in the Second 
Sonata. Where Chopin was able to instill this dance with a 
nobility, this Mazurka is but a slight salon work. Rather, 
he assumes a cosmopolitan approach and borrows freely from 
the jazz idioms of the United States and the extreme dis-
sonances fashionable among European composers during the 
past thrity years. These works are essentially light, 
designed, apparently, more to amuse than to inspire the 
listener. Frequent examples of "Blues" and "foxtrot" 
rhythms may mirror a segment of society but are scarcely 
the materials for a sonata in the "great tradition" of 
that form. 
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B: THE IDUMANIAN PIANO SONATA 
Hi st orical Background 
Karol Rathaus (1895- ) is the only Roumani an composer 
to be cons idered in a brief analys is of his Third Sonat a. 
Musical Fonn 
The form of this Sonat a is traditional, consisting of 
a sonata-allegro, a scherzo, a fugue and r ondo. 
Melodic Development 
Rathaus constructs his melodic lines in the Brahmsian 
tradition. The melodic lines in this Sonata are widely spread 
over the k~board much in the manner of the Brahms ' Sonatas. 
In Example 1, the melody i s spaced over a r ange of three octaves 
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Ex. 1 Rathaus Sonata 3 First movement Nur etwas bel ebter, rubato 
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and the bass also encompasses a large interval. Similarly, the 
scherzo is a brilliant movement (Ex. 2) just as this movement 
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Ex. 2 lathaus Sonata 3 Second movement Presto 
139 
~ 
• 
had been in the Sonatas of Brahms as well as in his E flat minor · 
Scherzo, opus 4. 
Rhythmic Elements 
Rathaus employs traditional rhythmic figurations 
with nothing in any way unusual in this sonata. 
Harmonic Characteristics 
Whi l e Rathaus is tonal in general as in Example 3 
in which, despite passing tones, there is a clearly defined 
harmony consisting of a chord on D proceeding on the second 
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Ex. 3 Rathaus Sonata 3 First movement Nur etwas belebter, 
rub a to 
beat to a ninth on C to a ninth on G, etc., there are examples 
of atonal harmonies in other passages (Exs. 4, 5). In both 
instances, the chords in the right hand are unrelated to those 
in the l eft and are not related to each other in any logical 
tonal pattern. 
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Ex. 4 Rathaus Sonata 3 First movement Langsam 
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Ex. 5 Rathaus Sonata 3 First movement Langsam 
Contrapuntal Devices 
The last movement of the Ra.thaus Sonata connnences 
over an extremely s imple ground motive (Ex. 6) building up 
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Ex. 6 Ra.thaus Sonata 3 Fourth movement Presto 
over this tonic harmony a brilliant movement abounding in 
trills, octaves and scale passages. 
The t hird movement is a massive fugue on the sUbject 
of Example 7. Thi s subj ect i s answered in the classical tra-
di t ion by the int erval of the f i f t h above and is afforded an 
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Ex. 7 Rathaus Sonata 3 Third movement Andante con moto 
intellectual development. Such a device as augmentation of 
the subject appears. The fugue aside from being intellectually 
constructed, is developed in a highly pianistic manner and 
rises to a huge climax. 
Pianistic Styles and Devices 
As previously noted, the hand of Brahms is apparent 
in the broadly spaced style of this sonata. There are also 
echoes of Liszt in the work, a cadenza in the manner of Liszt 
appearing in both the exposition and recapitulation of the 
first movement . Likewise, there are present in this work the 
Listzian trills, octaves, and scale passages . 
Characteristics and Trends 
This work is derivative of the Germanic classic 
school and of no particular importance or originality. It 
does not reflect any national characteristics such as folk 
themes or rhythms as in the instance of Bartok and his Hun-
garian influences. 
(1893-
C: THE CZEOiOSLOV.AKIA.N PIANO SONATA 
Historical Background 
.Among modern Bohemian sonatas is that of Alois Haba 
) of quarter-tone fame. His Sonata in D dates from 
1919. Two later sonatas of lesser stature come from Axman and 
Schulhoff both of minor stature as artists who have created 
nothing of originality in the sonata form. Erwin Schulhoff 
was born in Prague in 1894 and died in 1942 in a concentration 
camp. He composed in 1926 his Second Sonata. A romantic 
Second Sonata of Emil Aman (1887- ) dates from 1922. 
Musical Form 
The Haba Sonata falls into the usual three movements. 
The slow movement fluctuates between slov and faster sections, 
the tempi markings reading: andante cantabile, agitato con 
espressione, tempo 1, scherzando (2 measures), lentemente 
(2 measures), scherzando (2 measures), lentemente (4 measures}, 
scherzo (48 measures), lentemente, (3 measures), tempo 1, lento 
(14 measures), tempo 1. Thus this movement partakes ef the 
qualities of both a slow movement and a scherze. The Schulhoff 
Sonata consists of four movements: sonata-allegro, scherzo, 
slow movement and rondo, while the Axman is in three movements: 
sonata-allegro, slow movement and variations as final movement. 
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Melodic Development 
Chromaticism prevails in the Haba Sonata. In fact, 
i t lies on the border-line between the ultimate in chrom.aticiSIIl 
and atonality. ·ane flat in the signature suggests D minor and 
the final lines of the first movement .are definitely D major 
as is the end of the last movement. Within the movement many 
foreign keys are suggested. The melodic line is an almost 
unbroken chromatic weaving in the manner of Tristan with 
practically no rests during its course. The motives are 
simple as that of the first movement (A-eighth dotted, 
B-sixteenth, F sharp) which recurs in the varying voices in 
contrapuntal treatment. There are upward leaps of fourths 
(Ex. 1) which with the frenzy of the melodic lines suggest 
Ex. 1 Haba Sonata First movement Allegro moderato 
the s~le of Scriabin. That the themes are essen~ially romantic 
is indicated in the peroration of the first movement (Ex. 2) 
which triumphantly intones the theme in the key of D major. 
There are similar passages to this in Which lush post-
romanticism is the order. 
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Ex. 2 Haba Sonata First movement 
Allegro moderato 
In the Schulhoff Sonata, the melody is dictated by 
the harmonic progression and is of less interest than these 
harmonic progressions. There is a curious example of melody 
building, however, in Which the key tone, C sharp, is quitted 
by ever-incr~asing intervals of ·a fifth, octave, minor eleventh, 
and, finally, a twelfth on 'Which tone the melody remains for the 
duration of three measures (Ex. 3). In the beginning of the 
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Schulhoff Sonata 2 First movement 
Allegretto con modo 
Ex. 3 
Schulhoff Sonata the melody hovers around "E" returning to this 
tone for the first beat of each of the opening measures, gradually 
expanding itself in widening intervals from this original "E". 
The second voice also expands its chromatic intervals, creating 
I 
"j 
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interesting dissonances between the two voices . Most of the 
sonata is developed more harmonically than this particular 
instance of linear contrapuntal treatment (Ex. 4). 
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Ex. 4 Schulhoff Sonata 2 First movement Allegretto con modo 
The theme of the slow movement of the .A:xman Sonata, typical of 
his melodic treatment, is undistinguished writing (Ex. 5). 
{\ jl lh Q.)\~ \ ? '} .c__ 2 J, ~·~~ /1 c I'- . __o_ ~ ,..... r/l t' .. I " _r I. I • . " I . _l_ • I I 
-
i"-
A (J. 
--
-f r __.... -;.., "l'l p - ;." ...Q. c +......n .... l-:; • A / A ..... • l:_ I • / \,. 
-• ~-
' 
-
- \ .. -~ 
Ex. 5 .Axman Sonata 2 Second movement Andante 
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The simple harmonic background and diatonic regularity of 
phrase length of this theme suggest folk-song idioms. 
Rhythmic Elements 
The rhythms of the Haba Sonata are essentially static. 
It consists of almost continual lines of music with practically 
no changes in the rhythmic pattern of a particular section. 
Likewise, there are no unusual rhythmic structures in either 
the Axman or Schulhoff works. 
Harmonic Characteristics 
Harmonically, both .Axman and Schulhoff follow well-
established patterns. In the Schulhoff Sonata the first, 
third and last movements rely on much stepwise motion of 
seventh and ninth chords as in Example 6 in which there is 
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Ex. 6 Schulhoff Sonata 2 First movement Allegretto con modo 
a series of parallel seventh chords descending first chromatically 
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by open fifths in the bass and then rising by minor thirds or by 
parallel ninths again rising by thirds and descending likewise 
as in Example 7. The scherzo of this sonata consists of 
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Ex. '1 Schulhoff Sonata 2 First movement Allegretto con modo 
many ninths and sevenths (Ex. 8) so arranged as to fom seconds 
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Ex. 8 Schulhoff Sonata 2 Second movement Allegro giocoso 
in the right hand. The effect is not unlike many pages of the 
early Stravinsky. 
There are measures in the .Axman Sonata that strongly 
suggest the chromaticism of Franck. The stepwise motion of the 
voices of Example 9 is typical. However, the simple harmonic 
structure of the theme of the variations (Ex. 10) is purely 
diatonic. There are instances of bitonality in this sonata 
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E.x. 9 Axman Sonata 2 First movement Andante sostenuto 
Ex. 10 Axman Sonat a 2 Thi rd movement Con moto 
as in t he fo l l owing excerpt (Ex. 11) where in measure 1 a 
D maj or chord and an E f l at minor chord occur simult aneously; 
an F chord appears with an E flat minor chord • 
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Ex. 11 Axman Sonat a 2 Thi rd movement Con mot o 
The harmony of Haba is highly chromatic. The bass 
follows well-constructed melodic lines, often by half-step or 
w rtgypyard leaps of a third. In example 12, the bass m:oves 
Ex. 12 Haba Sonata First movement Allegro moderato 
for the most part ~ rising half-steps while the upper voices 
(built on the motive of the movement) descend. By misspelling 
the E flat of the second beat, the B flat of the next measure, 
this can all be made to fall into a for.m of B major or the 
passage can modulate with almost ever,y beat. The same procedure 
may be applied to the three measures from the second movement 
(Ex. 13) where. again, the bass rises by semitones. The 
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Ex. 13 Haba Sonata 
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Andante cantabile 
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upper voices can be made harmonically to accommodate themselves 
to this passage as altered tones. The phrase two measures after 
the quotation comes to a full cadence on an "E" chord without any 
tones present other than those of the simple triad. 
Contrapuntal' Devices 
Of contrapuntal devices, there is little evidence. 
An exception would be the brief imitative passage of Example 14 
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Ex. 14 Schulhoff Sonata 2 Third movement .Andante cantabile 
e rubato 
which appears in the Schulhoff Sonata. The interest is primarily 
harmonic which negates any intellectual development of imitative 
voice movement. 
Pianistic Styles and Devices 
With Haba, the writing is extremely thick, more 
orchestral than pianistic. In fact, the sonata would probably 
improve greatly if orchestrated so that the inner voices 
\; 
., 
could have a better chance of being heard and not be lost in 
the overall muddiness. Neither of the other sonatas relies upon 
romantic pianistic devices. The writing is thin, not resorting 
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to thundering climaxes or brilliant passages. There are suggestions 
of early stravinsky as in his Piano Etudes as well as influences 
of the chromatic writing of Franck. 
Characteristics and Trends 
Both Axman and Schulhoff•s works are eclectic and 
do not suggest any marked individuality. There are no nation-
alistic elements present or any characteristics to distinguish 
these works from any number of other sonatas. Haba brings 
an already exhausted idiom (post-romantic chromaticism) to a 
climax. He borders on the atonal era in this work if, indeed, 
he has not already arrived there. 
D: TilE HUNGARIAN PIANO SONATA 
Historical Background 
Among the comparatively few sonatas to come from 
Hungary, that of Bela Bartok (1881-1946) easily stands in 
the fore. It is a definite loss to the piano sonata' s develop-
ment in this century that Bartok elected to compose but one 
work in this form. True, he wrote a Sonatina in 1915, but, 
while it has his characteristic touches, it is a slight work 
of only seven pages ' duration and lacking in the intensity 
of his larger works . Of far less stature is the Sonata of 
Alexander Jemnitz, born in Budapest in 1890. 
Musical Form 
The Bartok Sonatina displays the most interesting 
form of the three works. Both his Sonata and that of Jemnitz 
are of the three traditional movements . In the Sonatina, 
however, an introduction of a page ' s duration precedes a 
brief allegro which is scarcely more than a repetition of 
a simple motive. The introduction closes the movement. The 
second movement consists of an eight measured period repeated 
in the bass with the final four measures repeated. The final 
movement, like the first, consists of an introduction, this 
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time marked "allegro vivace", a main section made from one 
theme and a return to the original vivace. 
Melodic Development 
Melodically, there are extremely interesting developments 
in all of the examples. For instance, in the Bartok Sonata there is 
a recurrence of melodies composed of repeated tones. The opening 
motive, which is that of 11do-re-mi 11 is followed by a repetition of 
the rtmi" twenty times (Ex. 1). Likewise, in the second theme of 
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Ex. 1 Bartok Sonata 1 First movement Allegro moderato 
the first movement appear repeated G sharps (Ex. 2) and later 
fifteen E flats before there occurs a new melodic note. Finally, 
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Ex. 2 Bartok Sonata 1 First movement Allegro moderato 
the slow movement consists of twenty repeated "E's" over a static 
harmoey before the melodic line falls to "D". (Ex. 3. ) 
( 
I 
~ 
(\ 
I j 
-!\ I 
-.. 
,. 
+ 
I I 
/'\ . lA ~ ~ 
lU I • IJ E 
I 
1\ r 
L-'1 I 
' .... 
\ 
lA 
~r 
I 
Ill 'I 
' 
" v 
" '" ~ 
Ex. 3 
Bartok Sonata 1 
Second movement 
Sostenuto e 
pes ante 
The two opening movements of this sonata are bound 
together not only by this characteristic repeated note formula 
but by the constant repetition of the previously mentioned 
"do-re-mi 11 theme which appears also in inversion. In the 
final movement, the themes are of lighter, g~er mood. This 
theme is composed of a four measure phrase (Ex. 4) which, 
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Ex. 4 Bartok Sonata 1 Third movement Allegro molto 
however, is rhythmically irregular, consisting of a measure 
of 3/8 meter followed by two of 2/4 and one of 1/4 total-
ling thirteen units of eighth note duration in the phrase. 
The phrase is repeated almost literally with one more eighth 
unit added (there is one measure of 1/4). The whole period 
4 
1 
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is repeated an octave higher with an addition of three measures 
of 2/4 meter in which the final chord is reiterated ei ght 
times. This is followed immediately by th~ melody of Example 5 
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Ex. 5 Bartok Sonata 1 Third movement Allegro molto 
which is again characterized by the unusual rhythm of 6/8, 
2/4, 5/8 and 1/4 during the course of its four measures. 
In t he Bart ok Sonatina there are similar metrical 
alterations which give the melodic lines unusual lengths. 
For example, the simple motive of measure 1 of Example 6 is 
I 
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Ex. 6 Bartok Sonatina 1 First movement Allegro 
twice repeated with extra notes entering (C) thereby alter-
ing the accentuat ion of the thirty-seconds and eighths. 
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In the Jemnitz Sonata, the melodic lines are like-
wise complex rhythmically, maqy unexpected ~copated notes 
appearing, the meters altering in the last movement from 
measure to measure. In t his respect, it is reminiscent of 
the rhythms of Bartok as is natural since they were com-
patriots and drew from the same sources. TYPical of his 
nervous, syncopated melodies is the excerpt of Example 7 
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Ex. 7 Jemnitz Sonata 3 First movement Agitato 
in whi ch accents occur in both the first and third measures 
on half beats and the sforzando of measure 2 whi ch appears 
unexpectedly. The slow movement is most lyrical of all, 
fol lowing simple diatonic intervals in regular rhythmical 
progression. The opening movement utilizes the exotic scale 
built on 11E" to 11E11 with a minor second and major third, 
but with raised seventh. 
Rlzythmic Elements 
In di scussing the unusual lengths of the melodic 
lines in the Bartok Sonata, the many met rical changes were 
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mentioned. The tremendous vitality of the rondo depends in no 
small measure upon the excitement created by the free rhythms. 
By 1926, when the Sonata was composed, such rhythmic alterations 
were not any longer novel so that Bartok cannot be considered in 
this sonata to be a pioneer in rhythmic development. 
Harmonic Characteristics 
In the Bartok Sonata there are numerous examples of 
thirteenth chords (Ex. 1, previously quoted) so arranged as to 
produce mi nor seconds between two voices. The seconds, sevenths, 
ninths could be considered characteristic intervals where in 
earlier music thirds and sixt hs had prevailed. Likewise, it 
is characteristic to find a tone with its perfect and augmented 
interval sounded simultaneously as in the C natural against 
C sharp of Example 8, or the G and A which appear with an 
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Ex. 8 Bartok Sonata 1 First movement Allegro moderato 
A flat and B flat (Ex. 9). There are examples of tone clusters 
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Ex. 9 Bartok Sonata 1 Third movement Allegro molto 
which defy ordinary classification. In Example 10, G and A, 
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Ex. 10 Bartok Sonata 1 Third movement Allegro molto 
c, D, and E and B flat, C, D, and E occur simultaneously while 
in the second measure of the quotation F, G, A, A flat, B flat, 
B, C sharp, D sharp and .E sharp occur in a close position which 
effect is that of explosive noise. Again, in the third measure 
quoted (Ex. 10) B, C sharp, D and E appear in the lowest register 
of the chord serving primarily a percussive end. 
The bitonality of the second movement (Ex. 11) is 
brought about by the linear dictates of the four voices 
resulting in F sharp and F natural appearing together over 
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Ex. 11 Bartok Sonata 1 Second llOVement Sostenuto e pesante 
G and B. This is all logical if the bass is considered a ground 
motive twice repeated, the tenor a pedal tone; the alto and 
soprano in free canonic imitation. 
The harmonic structure of the Bartok Sonatina is 
much less involved since there is little linear counterpoint 
to reckon ~th. A D-major pedal point serves as the basis 
for the first page of the Sonatina, the chief dissonance 
occurring between this and the raised G which is character-
istic of the melo~. 
In the Jemnitz Sonata as in that of Bartok there 
is a strong tenden~ toward linear counterpoint. Interesting 
chords occur as a result of the lowered second and raised 
third of the opening movement as in the minor ninth of measure 
1 (Ex. 12) with the lowered third (D) or the last thirteenth 
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Ex. 12 Jemnitz Sonata 3 First movement Agitato 
chord in Example 13, again with lowered D. The chords are 
so arranged as to make clusters of tones as in the third 
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Ex. 13 Jemnitz Sonata 3 First movement Agitato 
beat of measure 2 of Example 12 wherein F sharp, G, A and 
C are struck together, or in Example 14 where in almost 
every chord tones occur piled on top of each other in a 
percussive retort. Frequently these chords appear divided 
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Ex. 14 Jemnitz Sonata 3 Fi rst movement Ag i tato 
into intervals of fourths as in Example 15, the chord, however, 
not being constructed on f ourths as in the t echnique of Scriabin. 
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Ex. 15 Jemnitz Sonat a 3 Third movement Allegro molto vivace 
There is a curi ous and colorful devi ce in the Bartok 
Sonata of br oken chords ascending in the left hand and descending 
i n t he r i ght with the mel oqy in cont rary mot ion between the two 
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voices (Ex. 16). Both sonatas, despite their unusual figurations, 
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Bartok Sonata 
First movement 
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create effective piano sounds. 
Contrapuntal Devices 
The Bartok Sonata contains many examples of contra-
puntal developments, the most common of which is canonic 
imitation which appears in all movements. The original phrase 
(do-re-mi) lends itself to numerous canonic manipulations 
during the course of its development, appearing in triple 
canon at the augmented octave as in Example 17 or in the 
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Ex. 17 Bartok Sonata 1 First movement Allegro moderato 
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billiant stretto treatment of the same motive (Ex. 18) between 
the soprano and tenor. In the final movement occur several 
canons answered at intervals of octave, ninth, diminished fifth 
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Ex. 18 Bartok Sonata 1 Second movement Sostenuto e pesante 
with resultant dissonances as in Example 19, a canon at the seventh 
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Ex. 19 Bartok Sonata 1 Third movement Allegro molto 
in which E and its seventh, A and its seventh, G and its ninth, 
A and its minor ninth so\.Uld simultaneously. Neither the Sonatina 
nor the Jemni tz Sonata display such contrapuntal ingenuity. 
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Pianistic Styles and Devices 
None of the Romantic mannerisms are in evidence 
except octave passages in Bartok which, since th~ occur at 
the interval of the ninth between the right and left hand 
rather than the usual interval of an octave between the 
parts, do not suggest the shallow virtuosity of Liszt. 
Instead, there are pages of chords to be struck percussively. 
In the Jemnitz work which remains for long periods in a high 
register of the piano, the leaping voices produce the effect 
of a brilliant toccata. 
Characteristics and Trends 
The works considered are highly nationalistic, 
utilizing rhythms and melodies closely related to Hungarian 
folk melodies. The melodic lines are expertly devised, rely-
ing upon unusual metrical combinations for their originality 
and freshness. The writing for the piano is adept in all 
the sonatas and in the instance of the Bartok Sonata is 
original and dramatically conceived. 
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CHAPTER III 
THE RUSSIAN PIANO S)NATA 
The following Russian Piano Sonatas will be considered: 
Alexandrov 
Be1yi 
Bogdanov-Berezovsky 
Eiges 
Fite1berg 
Frolov 
Gretchaninoff 
Golubev 
G1azounoff 
Kahalevsky 
Krein 
Lopatnikoff 
Medtner 
Miaskowski 
Polovinkin 
Sixth Sonata, op. 26 
Eighth Sonata, op. 50 
Ninth Sonata, op. 52 
Fourth Sonata 
Sonata, op. 24 
Sonata Toccata, op. 15 
First Sonata 
. Sonata, op. 20 
Second Sonata, op. 174 
Fourth Sonata, op. 22 
First Sonata 
Second Sonata 
First Sonatina, op. 13, no. 1 
Second Sonatina, op. 13, no. 2 
Second Sonata, op. 45 
Third Sonata, op. 46 
First Sonata, op. 34 
First Sonata 
Sonata in E minor 
Fourth Sonata, op. 27 
Fourth Sonata, op. 27 (Revised) 
Sonata in B major, op. 64, no. 1 
Fourth Sonata, op. 18 
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Prokofieff &lnatas 1-8, inc. 
Rachmaninoff First Sonata 
Second Sonata, op. 36 
Schaporin Fourth Sonata, op . 5 
Schenschin First &>nata, op. 13 
Scriabin Sonatas 1- 10, inc . 
Shostakovitch First Sonata, op. 12 
Second Sonata, op. 64 
stravinsky Second Sonata 
THE RUSSIAN PIANO SONATA 
Historical Background 
The piano sonata is a recent development in Russian 
art. Of the five musicians, Mili Balakirev (1837-1910), 
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Nikolas Rimsky-Korsakov (1844-1908), Alexander Borodin (1834-1887), 
Modeste Moussorgsky (1839-1887), and Cesar Cui (1835-1918) not 
one produced a piano sonata, the piano being used sparingly as 
a solo instrument by all of them. Only the Moussorgsky 
"Pictures at an Exhibition" and the Balakirev "Islamey11 aey 
longer appear on programs and neither remotely suggests aqy 
unified form. The outstanding composer of the Moscow School, 
Peter Tchaikowsky (1840-1894) and Anton Rubinstein (1829-1894) 
of St . Petersburg were influenced by Germanic idioms and both 
attempted the sonata form. Rubinstein succeeded more completely 
in assimilating the sonata idea and composed four sonatas which, 
however, are imitative and devoid of originality. Tchaikowsky 
never successfully wrote a true development but depended upon 
repetitions and sequences, a procedure better adapted to a 
symphony Where the orchestral coloring, of which he was a 
master, could hide the paucity of ideas than in a piano sonata 
where there was no such protecting-shield. He did compose, however, 
one piano sonata, op. 37, in G minor, which is an inferior work. 
These five sonatas constitute the only output of any significance 
in Russia of the sonata up to the last decade of the century and 
have had no influence upon the styles of subsequent composers. 
The piano sonata was suddenly brought to life in the 
works of that curious genius, Alexander Scriabin (1872-1915). 
His chief medium was the piano, maey Nocturnes, Preludes, 
Etudes appearing for that instrument. The early works are 
imitative of the style of <llopin with a gradual evolution 
in harmonic structure to chords built on fourths. The 
First Sonata, op. 6, was composed in 1893 and was thoroughly 
traditional in form, style and content. Several examples 
will immediately illustrate the close affinity to Chopin 
(Exs. 1, 2). 
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Ex. 1 Scriabin Sonata 1 First movement Allegro con fuoco 
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Ex. 2 Scriabin Sonata 1 First movement Allegro con fuoco 
His Second Sonata, called "Sonata- Fantasy" , opus 19, 
appeared in 1897 although Scriabin had been working on it 
from 1892. The Third Sonata, opus 23, appeared in 1898, and 
is traditional in form in contrast to the Secoild whi ch had 
employed only an andante and a presto. 
The Fourth Sonata, opus 30, of 1903, is probably 
t he most popular in this country. This is a transitional 
work, highly chromatic, and poi nting toward the later har-
monies. The Fi fth Sonat a, opus 53, was composed in 1907 and, 
as the Fourth is a transitional work. These sonatas are 
technically more difficult to perform than the earlier works. 
The last five sonatas are considerably more difficult than 
these two. ~ 1911-1912, when Scriabin composed his Sixth 
Sonata, op. 62, he had arrived at his maturity as an artist 
and was embarked on his unique harmonic idiom Which constructed 
chords on fourths, his so-called "11\Ystic" chord. The remaining 
sonatas become increasingly more abstruse and more difficult to 
comprehend. The Seventh Sonata, op. 64, was composed in 
1911-1913 at the same time as the Sixth. The Eighth, op. 66, 
dates from 1912-1913 and is much longer than the Seventh. At 
the same time, he was composing the Ninth, op. 68, and the 
Tenth, op. 70. These late sonatas are all similar in mood, 
style and content. 
Among Scriabin's pupils and disciples were sabeniev 
(1881- ), Pavlov (1894- ), Shapashinko (1888- ) and 
Me1kikh (1889- ). All of these composers have the following 
characteristics in common: great complexity of rhythms, vague 
harmonies which they build from some arbitra~ chord of their 
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own devising. The melodic line is characterized by frenzied leaps 
upward of a seventh, and by much use of chromaticism. 
Another trend is to be noted in the works of such 
men as Rachmaninoff, Glazounoff, Miaskowski and Medtner who 
follow closely in the steps of Liszt, or in the case of 
Medtner stem from Brahms. They do not use unduly dissonant 
harmonies, write traditional melodic lines, although often 
characteristically melancholy, and follow closely the classical 
ideas of the sonata. All of them write in a highly pianistic 
medium, piling up massive chords, brilliant octaves, and scales 
and arpeggios in great profusion. 
Sergei Rachmaninoff (1873-1943) compos~d two sonatas, 
the First in D minor, op. 28, in 1907 and the Second, op. 36, 
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in B flat minor in 1913, with a revised edition appearing in 
1931. Alexander Glazounoff (1865-1936) composed in 1901 two 
sonatas. The First in B flat minor, op. 74, is a favorite in 
Russia and is frequently used as a competition piece. The 
Second, in E minor, op. 75, is the more scholarly of the two, 
ending as it does with a fugue. Nicholas Miaskowski (1881-1950), 
a soldier by profession, has written six sonatas. Since he does 
not perform in public, the sonatas are little known. The First 
in D minor is probably unique in the literature of the piano 
sonata as it opens with a fugue. The Second Sonata in F sharp 
minor introduces the "Dies Irae" into counterpoint with the theme, 
a device employed several times by Rachmaninoff. The Fourth 
Sonata inC minor was composed in 1925 and revised in 1947. 
Nicolas Medtner (1880-1951) has written ten sonatas 
which are practically unknown in this count~ but which must 
be considered among the most serious works coming from Russia. 
They follow no particular trend, although the influence of 
Brahms is apparent.· It is curious that Medtner for his 
op. 5 should write a long sonata in five movements at least 
superficially similar to Brahms' op. 5. His style is pianistic, 
although extremely difficult. Probably hi s noblest work is his 
Sonata in E minor dedicated to Rachmaninoff. Unfortunately, 
however, because of its extreme length and difficulty, it is 
never done , even in Russia. The "Sonata-Triad", op. 11, which 
consists of a suite of three sonatas is far simpler technically 
and less complex than the E minor Sonata. 
Yuri Schaporin (1889- ) who is more famous as an 
opera composer, the Decembrists, a work on a political theme, 
being his best known work (in Russia), wrote in 1924 a sonata 
which is his opus 5. Leonid Polovinki n (1894- ) has written 
four sonatas, none of which is of any particular importance. 
From the work of Anato1 Schenschin ( 1890- ) comes a D minor 
Sonata, op. 13, composed in 1926. Alexander Krein (1883- ) 
and Jer~ Fitelberg (1903- ) ~re both responsible for short 
sonatas, the Fite1berg work of comparatively recent origin, 
dating from 1933. 
Igor stravinsky (1882- ) wrote a youthful Sonata 
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in 1904 which is a student work and is responsible for only one 
other sonata, composed in Paris in 1924. He had fled Russia after 
the Revolution, making Paris his home until 1939, from which period 
the Sonata stems. 
Fol lowing in the Tchaikowsky tradition of the Moscow 
Conservatory is Anatol Alexandrov ( 1888-1946), a pupil of Tanieff, 
who has written nine sonatas. 
A younger generation emerged during the 1930's 
which turned its back on the Scriabinesque and post-romantic 
influences, seeking instead to compose in a more simple manner, 
presumably to appeal more directly to the Soviet peoples--
admittedly a difficult task in a country of 180 millions, 
speaking 108 different languages, and belonging to varied and, 
in some instances, primitive civilizations. The most successful 
of these younger men are Dmitri Shostakovitch (1903- ), 
.A.ram Khachaturian ( 1903- ) , and Ilni tri Kabalevsky (1904- ) 
of whom only Shostakovitch and Kabalevsky have written piano 
sonatas. Shostakovitch had not yet been publicly castigated 
by the Soviet authorities for his "decadence" and ''bourgeois 
influences from the West" as detected by these authorities in 
his opera "Lady Macbeth of Mtsensk" (1936), when he wrote his 
First Sonata, op. 12, in 1935. It was followed eight years 
later (1943) by a Second Sonata in B minor. While this sonata 
was written at approximately the same time as the Seventh 
Symphony, it does not mirror the tragic world events as does 
174 
that work. Rather it moves with a light touch, the slow movement 
leaning toward nostalgia rather than pretentious drama as in the 
slow movement from the ~hony. 
Contemporaneous with Shostakovitch but practially 
tmknown in this country are Eugen Golubev ( 1910- ) , Oleg 
Eiges (1908- ), Markian Frolov (1912- ), B. Bogdanov-
Berezewsky (1909~ ) and V. Belyi (1904- ). Be1yi has 
composed piano sonatas in 1923, 1926, 1942 and 1947 with a 
Lyric Sonatina in 1928. Eiges, Go1ubev, and Bogdanov-
Berezewsky composed sonatas in 1946 while Fro1ov's Sonata 
dates from 1942-43. 
There are brief Sonatinas, op. 13, nos. 1 and 2, 
in C and G major, respectively, by Dmitri Kaba1evsky which 
were designed for students. His early Sonata, no. 1, op. 6, 
is unlmo'Wil in this country but the Second, op. 45, and the 
Third, op. 46, dating from 1945 and 1946 respectively are 
major works. Of less stature but still a fine work, is the 
Sonata, op. 29, of Nicolai Lopatnikoff (1903- ) composed in 
1943. A veteran composer, pre-eminent in sacred works was 
Alexander Gretchaninoff (1864-1956). His piano works include 
a slight, modestly proportioned Second Sonata, op. 174, 
composed in 1944 when he was already eighty years old. The 
sonata is scarcely more than a sonatina. 
Sergei Prokofieff (1891-1953), undoubtedly the 
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greatest Russian creative musical artist of his time, has written 
prolifically for orchestra, opera, and the piano. His piano 
sonatas appeared throughout his career from the beginning until 
within seven years of his death, and so afford an intimate glimpse 
of his growth from a romanticism tinged with acid to a mature style 
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of depth and maste~. His style belongs to no particular school, 
since early in his career he was fortunate enough to evolve an 
individuality that marks him from his contemporaries. Even as early 
a work as the Third Sonata (1917) is unmistakably Prokofieff's and 
not to be confused with anyone else. There is an international 
character about his choice of subject matter that differs from a 
typically Slavic melodic progression as would be found in the 
works of so many of his compatriots. The romantic glow, however, 
does appear from time to time and even in his piano masterpiece, 
the Seventh Sonata, permeates the first and last parts of the slow 
movement. 
While a conservato~ student of eighteen, he wrote what 
became his opus l, ·a Sonata in F minor. He was already a sound and 
sure musician as this sonata stands up under repeated performance. 
Naturally, the work is derivative reflecting some of the bombast of 
Brahms' youthful sonata in the same key. Exciting as the First 
Sonata had been, the Second in D minor, op. 14, shows considerable 
advancement and a marked individuality of style. There are here 
touches that are peculiarly Prokofieff's. This was written in 1912 
when Prokofieff was twenty-one years old and stlll a student at the 
conservatory. Not many students write with as much originality as 
this. In this same year other forward-looking spirits were 
producing fresh works: Bartok had just completed his string quartet, 
no. 1, Charles Ives had written his Third ~hony, Stravinsky had 
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completed Petroushka. 
The Third Sonata (From Old Notebooks), op. 28, was sketched 
in 1907 and revised in 1917, five years after the Second Sonata. It 
is more in the style and spirit of the First Sonata. The Fifth 
Sonata in C major, op. 38, was composed in 1923 and belongs in 
style to the Second rather than to the vigorous First or Third. A 
period of sixteen years elapsed after the Fifth Sonata before 
Prokofieff turned again to this form. His Sixth, op. 82, was com-
. pleted in 1939 and published in 1941; the Seventh was composed from 
1939 to 1942, and .the Eighth bears the dates of 1939-1944~ Of the 
sonatas, the Seventh is undoubtedly Prokofieff's masterpiece, 
while the Eighth, the longest, is the most lyrical and joyous in 
character of these last three sonatas. 
Musical Form 
Scriabin's early sonatas adhere to the classical form. 
By the turn of the century, however, as he was beginning to assume 
an individuality the form of his sonatas suffered a change, becoming 
more compact. There is a close analogy between Scriabin's develop-
ment and that of Beethoven. There is a close integration among the 
various sections or movements of these works which in both men would 
seem to point to a mind becoming more and more highly and tightly 
organized. 
The first of Scriabin's Sonatas to show this unity of 
fonn is his Fourth. It follows a two-movement plan of an andante 
which is not formally developed as to contrasting themes and 
tonalities followed by a fully developed prestissimo which is a 
sonata-allegro. The Fifth Sonata is in one movement which, 
however, is divided into eighteen tempo changes from "languido" 
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to "presto". It is roughly a sonata-allegro but, like the first 
movement of Beethoven's op. 13, there are interruptions while a 
brilliant "allegro impetuoso" and 11languido11 intervene. The Sixth, 
Seventh, Eighth, Ninth and Tenth Sonatas are similarly in one 
movement which, in each instance, is roughly a sonata-allegro in 
that there are contrasting themes which later return. The 
designation 11fantasy 11 , however, would be a closer description as 
these sonatas are worked out more freely than strictly. 
In contrast to this one-movement plan are the more 
formally set sonatas of the romantics: Rachmaninoff, Medtner, 
Alexandrov, Glazounoff, and Miaskowski. The B flat minor Sonata 
(Second) of Rachmaninoff, for example, follows closely the classic 
mold. The development is improvisatory, more pianistic than 
intellectual as in the case of the developments of the two Chopin 
Sonatas. The first and second themes return in B flat minor and 
the movement ends quietly, modulating to E minor which is the key 
of the second movement, the slow movement. After this, there is 
a further modulation back to B flat major for the final rondo. This 
is sonata form in the strictest meaning of the term. 
Glazounoff deviates from the usual form in his Second 
Sonata by ending with a fugue. The work is further unique in that 
/ 
I ) 
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it utilizes the "cyclic" form, a device not encountered in other 
works among the Russians. Miaskowski opens his First Sonata with 
a fugue but adheres to usual form for the second and third move-
ments which are extremely lengthy. For his Second Sonata he uses 
the one-movement idea. The Fourth Sonata is of the usual three 
movement structure, the opening sonata-allegro being unusual in 
that it uses a ground motive (Ex. 3) as main theme and builds 
Ex. 3 Mi askowski Sonata 4 First movement In tempo guisto 
most of the development from a three-part fugue on this subject. 
The rondo is a virtuoso showpiece, many measures brilliant in the 
manner of the Schumann Toccata (Ex. 4). 
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Ex. 4 Miaskovski Sonata 4 Third movement Allegro con brio, 
quasi toccata 
Stravinsky's neo-classic Sonata employs the usual three 
movements. The second theme of the recapitulation of the first 
movement appears a tone lower than in the exposition in both instances 
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in no definite k~. The first theme is, however, a diatonic 
melody in C major. The first three lines of introductory 
material preceding the statement of the first theme conclude the 
sonata-allegro. An adagietto and toccata-like rondo complete the 
sonata. 
The four-movement Sonata of Schaporin follows the form 
of sonata-allegro, theme and variation for slow movement, scherzo 
and rondo. There are four-movement sonatas of usual form bY, 
Prokofieff (Second, Sixth and Eighth), and one of five movements 
by Medtner. The majority, however, follow the expected three-
movement form. .Among these are the Fourth Sonata of Polovinkin, 
the Sixth of Alexandrov, the Second and Third Sonatas and the 
Sonatina in C of Kabalevsky, the First Sonata of Lopatnikoff, 
and the Fifth and Seventh Sonatas of Prokofieff. The First and 
Second Shostakovitch Sonatas are likewise in three movements as 
are those of Golubev, Frolov, and Belyi. 
Besides the two-movement sonatas previously mentioned 
of Scriabin, there are two-movement sonatas by Gretchaninoff (No. 2), 
Eiges, Medtner and Bogdanov-Berezewsky. The Gretchaninoff Sonata 
consists of a sonata-allegro built on a simple theme (Ex. 5) which 
suggests a folk-song. The final movement consists of four 
variations with a fugato as the final section. The Medtner "Sonata-
Ballade" in F sharp minor commences with a pastorale and concludes 
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Ex. 5 Gretchaninoff Sonata 2 First movement Allegro vivo 
with a fugue. The Sonata-Toccata, op. 15, of Eiges consists of 
a slow introduction of material which is not used again, and of 
a main movement of free form. Several themes appear but not in 
cl assical order. This fanta~ is interrupted by a double fugue 
which introduces augmentation into its development. The subject, 
instrumental in its conception (Ex. 6), lends itself to brilliant 
pianistic manipulations. The sonata ends "pomposo" with an ever-
~ [ 
Ex. 6 Eiges Sonata-Toccata Second movement Allegro moderato 
increasing crescendo similar to the ecstatic endings of Scriabin•s 
Fourth and Fifth Sonatas. The Bogdanov-Berezewsky So~ta commences 
with the movement in three parts, a chordal grave, a toccata section 
which consists in i ts entirety of a ground motive (Ex. 7) over a 
cantilena, and a return to the original slow section. The second 
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movement is a loose ron o form in the idiom of a display work. 
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Ex. 1 Bogdanov-Berezewsky Sonata 
First movement Piu mosso 
Among one-movement sonatas are those of Schenschin, Krein, 
Fitelberg, Prokofieff and Feinberg. The Krein Sonata is Lisztian 
in form, the Fitelberg of somewhat different structure. This work 
opens and closes with the same theme, an impressionistic, slow, 
brief section with an even shorter scherzo intervening. Prokofieff 
uses the one-movement form for both his First and Third Sonatas . 
The First Sonata is a sonata-allegro with practically no pause from 
the beginning to the end and no change of mood. The first theme 
(Ex. 8) is built on a traditional melodic line similar in mood to the 
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Ex. 8 Prokofieff Sonata 1 
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Ex. 9 Prokofieff Sonata 1 First movement Allegro 
appears which is almost the exact inversion of this second 
theme (Ex. 10). This interesting relationship among the 
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Ex. 10 Prokofieff Sonata 1 First movement Allegro 
themes is a clever solution of the formal problem of the 
one-movement sonata. 
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Melodic Development 
Scriabin' s romantic melodic lines have characteristics 
unique to themselves . The most apparent device is the upward leap, 
present in almost all of his melodies . A typical i nstance is the 
opening t heme of the Fourth Sonata with 1 ts leap of a fourth in the 
seeond measure, of a sixth in t he t hi rd measure and of a t hird in 
the fourth and fifth measures (Ex. 11) . A further example is that 
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Ex . 11 Scriabin Sonata 4 First movement Andante 
of the opening theme of the Fifth Sonata with the widest leap of 
a seventh occur ring in the third measure . (Ex. 12). In the later 
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Ex. 12 Scriabin Sonata 5 
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sonatas this rising figuration often occurs in various voices 
simultaneously. The later writing is a type of contrapuntal 
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writing adapted to the piano and lends itself t o the use of leaps. 
In the following Example 13 from the Eighth Sonata the soprano line 
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Ex. 13 Scriabin Sonata 8 First movement Lento 
r ises and leaps a fourth between the first and second measures; 
the alto voice of the second measure rises and the bass line also 
rises. Naturally, there are falling intervals as wel l as rising 
lines but those that rise are prominent. However, the themes of 
both the Ninth and Tenth Sonatas are constructed on falling tones, 
semitones in the case of the Ninth and thirds in the instance of 
the Tenth. (Exs. 14, 15) . 
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Ex. 14 Scriabin Sonata 9 
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Ex. 15 Scriabin Sonata 10 First movement Moderato 
Closer to the romantic tradition are the melodic lines 
of Rachmaninoff who uses two-four-eight measure phrases and 
periods. Typical of Rachmaninoff's themes is the second theme 
from his Second Sonata. In this example, the melody hovers 
around "F" returning to the 11F11 on each beat of the two measures. 
(Ex. 16}. The theme of the slow movement of this sonata is built 
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EX. 17 Rachmaninoff Sonata 2 Second movement Lento 
throughout the movement, rising to a brilliant climax in the 
middle section al~s using the motive for the development. 
The recent Sonata of Frolov is romantic in similar vein. The 
second theme of the last movement (Ex. 18) is imitative of the 
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Ex. 18 Frolov Sonata Third movement Allegro ma non troppo 
melodic and harmonic idiom of Rachmaninoff, being derivative of 
the famous theme of his Second Piano Concerto. 
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Schaporin and Polovinkin are imitative of the lush 
romanticism of Rachmaninoff as is. apparent in the following 
examples. The excerpt from the Schaporin SOnata might have 
come from Rachmaninoff with its long line and broad 
accompaniment. (Ex. 19). The second theme of the Polovinkin 
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Ex. 19 Schaporin Sonata 1 First movement Sostenuto 
Sonata is a broad, straight-forward line following a readily 
recognizable rhythmic and melodic pattern. (Ex. 20). Similar 
traditional romantic melodic lines are evident in the 
Schenschin Sonata, Example 21 being typical of the idiam 
used throughout this work. 
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" Ex. 20 Polovinkin Sonata 4 First movement Poco piu mosso 
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Ex. 21 Schenschin Sonata 1 First movement Tranquillo 
contemplativemente 
Since the 1930's, there have been certain composers 
who have striven for simplification of melodic lines. The works 
of Alexandrov, Fitelberg, Gretchaninoff, Kabalevsky are typical 
of this trend. Alexandrov writes regular, metrical melodic lines 
as in Example 22, which are about as orthodox as possible. He 
employs a similar neo-classic theme for the first movement of his 
Eighth Sonata. (Ex. 23). The second theme is rcyt.hmically 
related to this, the two sixteenth notes recurring repeatedly. 
(Ex. 24). The slow movement by means of altered meters employs 
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Ex. 22 Alexandrov Sonata 6 
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Ex. 23 Alexandrov Sonata 8 First movement Allegretto giocoso 
) \ ·' . l 
Ex. 24 Alexandrov Sonata 8 First movement Allegretto giocoso 
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a melody of folk-like character. (Ex. 25). The extension Qy 
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Ex. 25 Alexandrov Sonata 8 
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The theme of the variations of the Gretchaninoff (Ex. 26) is 
a further instance of this diatonic simplicity. Jhe melody 
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Ex. 26 Gretchaninoff Sonata 6 Second movement 
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takes a curious turn from E flat major to D major without being, 
however, in any way involved harmonically. 
The second movement of the Kabalevsky Sonatina (Ex. 27) 
is built on regularly constructed phrases which border on the 
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Ex. 27 Kabalevsey Sonatina 1 Second movement Andantino 
sentimental. Curiously enough, in the slow movement of Prokofieff's 
( 
) 
Seventh Sonata there is an equally romantic theme. The first and 
last movements are built on themes of much greater complexity, 
adding further contrast to this theme. It is not surprising to 
find such regular melodic lines in early Prokofieff, but it is 
significant to encounter such an avowedly old-fashioned, almost 
Lisztian melodic line in l ate Prokofieff. (Ex. 28). · The melodic 
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Ex. 28 Prokofieff Sonata 7 Second movement Andante caloroso 
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lines of Fitelberg which are in no way unusual or unorthodox, 
however, are regular although the resulting sound is more 
sophisticated than the examples just quoted since F.itelberg 
uses a linear contrapuntal technique. In the accompanying · 
example (No. 29), the two voices go their separate ways without 
regard to euphony as in the previous examples. 
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Ex. 29 Fitelberg Sonata 1 First movement J • 120 
Shostakovitch achieves variety in his melodic lines 
qy purposely searching for different . combinations for different 
'"'f 
measures. According to the Macmillan Encyclopedia .2£ :Musicians: 
"Shostakovitch's style in composition is the direct opposite of 
thematic development; his object is to make ever,y measure of 
composition different from all the others ····"* The opening 
theme from his Fi.rst Sonata is an excellent instance of this 
varie~. The meloqy follows a different pattern for each of 
the three measures quoted and continues in changing patterns. 
(Ex. 30). In the Second Sonata, there is a simplification of 
* Macmillan Encyclopedia of Musicians, P. 1732 
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Ex. 30 Shostakovitch Sonata 1 First movement Allegro 
this idea of change. The opening theme of the first movement is 
a usually-formed phrase (Ex. 31a) as is the second theme, both 
having the dotted eighth and sixteenth figuration in common. {Ex. 31b). 
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Ex. 31a Shostakovitch Sonata 2 First movement Allegretto 
i " ..... lll-.1 D"-r&v& .S) 
'] ( b I' •• •• _1. i 0• 9 I I C • • I I I c:. !' I Lll I I • I • ., "-;J " 
" 
_., 
• ~ 
' -
'-'-1 ' ,. . 
I ) 
(\ 
n_ · 
.I f ·~ ~ 
""' 
/ 31'1.. ;I I , , , 
. (\} 
-. 
Ex. 3lb Shostakovitch Sonata 2 First movement Piu mosso 
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Shostakovitch, Prokofieff and Kabalevsky are able 
to capture humor in their themes by clever turns of the melodic 
curve. A characteristic drop or rise of a semitone i s common to 
all . In the first example from Kabalevsky ' s Third Sonata, the 
melodic line shifts from C to E flat major which t hen hovers 
between major and minor, only to turn to c sharp minor. (E.x. 32). 
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Ex. 32 Kabalevsky Sonata 3 First movement Allegro con moto 
In the last movement of this same sonat a, the melody drops from 
B minor to B flat minor and continues a progression downward by a 
semitone over the same melody as quoted in Example 33, thereby 
giving fresh color to the same phrase. Further, this same 
characteristic is noted in the theme of the second movement 
of the Belyi Sonata. (Ex. 34). 
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Ex. 33 Kabalevsky Sonata 3 Third movement Allegro giocoso 
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In the example from Prokofieff, the melody in C major suddenly 
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Ex. 35 Prokofieff Sonata 6 First movement Allegro moderato 
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Later in this same Sonata {Sixth), a similar change occurs. 
·{Ex. 36). Prokofieff can create guilelessly simple themes 
' . 
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Ex. 36 Prokofieff Sonata 6 Third movement Tempo di valzer 
lentissimo 
which are almost as transparent as one of Mozart's. These 
themes are subjected to all manner of brilliant harmonic 
development which is not apparent from the initial statement 
of the themes. _Examples follow. (Nos. 37, 38). 
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Ex. 37 Prokofieff Sonata 2 First movement Allegro 
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Ex. 38 Prokofieff Sonata 5 First movement Allegro tranquillo 
A change from C to C sharp and back again is the characteristic 
of the theme of the Sixth Sonata. (Ex. 39) . In the final 
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Ex. 39 Prokofieff Sonata 6 First movement Allegro moderato 
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movement, there is a brief suggestion of thi s theme before 
breaking into the toccato-l ike finale. (Ex. 40). At the end 
1"\ Ex. 40 
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1 Prokofieff Sonata 6 
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Fourth movement 
Andante 
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of this movement appear s ix repetitions of the same figuration 
that opens Beethoven' s Fifth Symphony. This undoubtedly had 
significance in respect to the Second World War as the motive 
had been adopted semi-official~ by the Allies as a rallying call . 
-
.L 
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The theme of Prokofieff ' s Seventh Sonata is set in 
unisons in a key difficult to determine . There is more of a 
feeling of B flat major than any other tonality but often other 
keys are strongly suggested. There are unusually ingratiating 
motives in this sonata, the most successful Prokofieff has 
created in his sonatas . (Ex. 41). Motives from the bridge 
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Ex. 41 Prokofieff Sonata 7 First movement Allegro inquieto 
) 
' 
200 
passage of the first movement and from the middle section 
of the rondo follow. (Exs. 42, 43) . 
Ex. 42 Prokofieff Sonata 7 First movement Allegro inquieto 
F~ ' \ 
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Ex. 43 Prokofieff Sonata 7 Third movement Precipitate 
For the main theme of his first movement, Stravins~ 
chooses a regularly constructed melodic line . (Ex. 44) . 
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Ex. 44 Stravins~ Sonata First movement ~ - 112 
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The second movement, however, consists of a long, involved 
melodic line over a simple harmonic bass, the melody replete 
with melismatic passages of considerable complexity. The 
style is that of a Baroque melody. (Ex. 45). 
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Ex.L5 Stravinsky Sonata Second movement Adagietto 
Rhythmic Elements 
mzythms of the utmost complexity occur in the later 
works of Scriabin. He always designates a meter but, because 
of the involved rhythms within the measure, this meter is often 
difficult to feel. ~ piling up in the many voices conflicting 
groups of twos and threes and their various compounds this 
abstruseness results . In example 46, triple and quadruple 
rhythms are joined; in example 47, quintuple and quadruple 
rhythms. A further example follows (Ex. 48) from the Tenth 
Sonata in which triplets appear in profusion. 
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Scriabin Sonata 9 First movement Allegro molto 
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Ex. 48 Scriabin Sonata 10 First movement Moderato 
The more recent composers have not imitated this particular 
type of involved rhythmic structure with the exception of 
Frolov who, in his second movement, writes measures that 
suggest Scriabin, although less involved. (Ex. 49). 
Ex. 49 Frolov Sonata secono movrau~::w .. 
There are several examples among the composers of 
frequent metrical changes within the movement. The First 
Shostakovitch Sonata changes in the first movement from 3/4 
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to 4/4 to 5/4 to 2/4. Likewise, in the final movement of 
the Kabalevsky Sonatina there are similar changes. All of 
the sonatas employ bar lines and have fixed meters . The 
compound rhythm of the final movement of Prokofieff ' s 
Seventh Sonata is an excellent example of great rhythmical 
freedom within the confines of a fixed meter • (Ex. 50) . 
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Ex. 50 Prokofieff Sonata 7 Third movement Precipitate 
further instances of frequent rhythmic changes occur in 
the Stravinsky Sonata in which at irregular intervals in 
-the first movement the meter changes from 7/4 to 2/4 and 
from 2/4 to 3/4 to 5/8 in the final movement. The most 
arrestinQ rhythmic effect is that of the second theme of 
the final movement where there is a suggestion of the 
syncopation of his earlier ballets (Ex. 51) without, however,-
the freedom of these works as far as harmony is concerned. 
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Ex. 51 Stravinsky Sonata Third movement J - 112 
Feinberg likewise employs frequent metrical changes including 
within the confines of eight measures: 3/4, 3/16, 3/32, 5/8, 
2/4, 3/16, 3/32, and 3/4. Typical of this complexi ty is 
example 52. 
Ex. 52 Feinberg Sonata 5 First movement Furioso 
Similar rqythmical changes are to be found in Belyi's Sonata. 
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Harmonic Characteristics 
The impressionistic influences of the first part of this 
century which were felt in various quarters of Western Europe had 
little effect upon the Russian sonata composers . Occasional 
impressionistic devices are encountered, however, but they are rare 
exceptions. Such an exception is that of the parallel fourths and 
fifths appearing consecutively in the following example from the 
Schaporin Sonata. (Ex. 53). 
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Ex. 53 Schaporin Sonata Fourth movement Allegro moderato 
Paralle l fifths occur in the recent (1947) Alexandrov Ninth 
Sonata (Ex. 54) not, however, with aqy impressionistic 
a ~ \ . 
0. ~ \,1 + - '(] r v ~ oJ 
I ... I~ \ . ... \& ,., .. 
\ I' I " I \ I "-
' 
.. 
' "' ...__ '---""' I 
' 
I 
' 
I • I 
' _\ 
\ 
' ~ 
.J 
I 
(__ 
... \ 
~l 
-
~ 
" \ 
) 
p~ u .. : 
J ,---;:;, - Jl ... \ 
( I I l A. _}_ J I A I ' \ -"1.. d_ ;) _ c. ri ,.. 
"" 
,. 
~ 
--4-. -
-7 -g I ....__ ______ -------
Ex. 54 Alexandrov Sonata 9 Third movement Allegro 
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implications. In similar manner, there are isolated lines in 
the revised edition of Miaskowski's Fourth Sonata of fifths. 
This measure .stands out noticeably from its neighbors which are 
bitingly dissonant. (Ex. 55). 
Ex. 55 Miaskowski Sonata 4 First movement Allegro moderato 
Prior to the First World War, the greatest influence was 
that of the chromatic harmony of Scriabin and it affected many of 
the composers greatly. Before Scriabin arrived at his use of the 
fourth ratner than the third as basis for the chord, he employed 
harmonies continually becoming more chromatic. His earliest works 
use chords scarcely distinguishable from those of Chopin but as he 
entered his middle period around the turn of the century he intro-
duced augmented and diminished fifths to further color his harmonic 
style. ~ means of varied rhythmic figurations repeated throughout 
the register of the keyboard, he could employ one chord for a 
considerable length of time. · This was, of course, no new device 
as Wagner had done the same thing earlier. The following quotation 
is an instance of the continued use of an incomplete thirteenth on 
\ ) 
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~ 
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C sharp for eight measures . (Ex. 56). 
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Ex. 56 Scriabin Sonata 5 
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The use of the fourth appears in the next example. (Ex. 57) . 
From A flat to D flat to G to C flat in the first measure 
and in tnose following but in different arrangement (the D 
appears as the lowest tone) constitute the notes of this 
ttmystic" chord. In the final chord of this sonata (Sixth), 
there is a huge chord built on fourths. Usually, t he chords 
are broken up in figurations and do not occur as obviously 
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Ex. 57 Scriabin Sonata 6 First movement Mod ere 
as in this example (No. 58). An even more grandiose chord than · 
Ex. 58 
{ . . ., Scriabin Sonata 6 
\ D" • ..,. 
II 
First movement 
/ , 
Mod ere 
.A • fA -
I 'I"• • ' ""\ 
the above example appears at the end of the Seventh Sonata. 
This chord could be considered to be built on both thirds 
(D flat, F flat, A, etc.) and fourths (D flat, G, C, etc.). (Ex. 59.) 
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Particular chords seem to dominate particular works and m~ 
be considered as the motive chords for that work. For instance, 
the chords of Example 60 appear often enough in the course 
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Ex. 60 Scriabin Sonata 1 First movement Allegro 
of the Seventh Sonata to be considered the motivating chords 
upon which the harmony is constructed. 
In contrast to this harmonic coloring was the simpler 
traditionally romantic harmony of the conservatives. In 
Rachmaninoff and Medtner, the third and sixth are the mainstqy 
with few seconds and sevenths. Schaporin, one of the 
imitators of these men, is typical in the following example 
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of this orthodox approach. (Ex. 61). The theme from the 
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Ex. 61 Schaporin Sonata 1 Fourth movement Allegro moderato 
first movement of the Schenschin Sonata further illustrates 
this use of simple harmonies. (Ex. 62) . In later works 
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Ex. 62 Schenschin Sonata 1 First movement Tranquillo 
contemplativamente 
there is also found an uncomplicated harmonic basis, works of 
Kabalevsky and Alexandrov serving to illustrate. In the 
Sixth Alexandrov Sonata, the harmony remains tonic for the 
first two measures of the opening theme. (Ex. 63). Likewi se 
in the slow movement of the Ninth Sonata, the harmony is 
equally transparent. (Ex. 64) • 
. 
212 
........ . 
~''''\N" '\" ~l..\.).1 • 
.~ 
~ -n •. ~ -
..........:. 
-.I_ ~, \ r---..1: -r- I I \ - '~ 
~ ....... 
... 
., , "1" I , ~ 
"'' 
I 1 "7 I I 
., I ~ 
• I - I I .7 
I I 
. • 
' ,. -..- • r . • • • 
~ .... ~· tt· • 
-.../ 
u • ." L 
. ' 
...__., , 
... 
.. . 
~ 
' 
.. 
" • . . 
.,. .. I 
.. , I ., •• • 
., 
',, , 
"' 
I , I I , 1 .. 
' l 
' 7 .. ( 
... 
"1 ' 
I "1 ' • 
r 
u '--! Lj ~j 
I 
l 
I 
' 
\ ~ 
'-
Ex. 63 Alexandrov Sonata 6 Third movement Alla marcia 
stravagant a 
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Ex• 64 Alexandrov Sonata 9 
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Second movement Andante ma non 
troppo 
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Miaskowski writes in s imilar romantic idiom. From his opus 
64 appear the following harmonies typ ical of the early works 
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Ex. 65 Mi askowski 
Wh en! h owever 2 h e rev1se d h ' u 
~ w .l • • . ...... -
' • 
.. 
' 
• • 1 V A ' 
• I 
• • • Vft" 
..., I • 
/./.: ' • 
' 
f f ~~  \ ...... - -4,F- . -:::::::: 
' L_ I • ~" 
' 
. 
~ 
· P ~= v 4f ~ ~ -;-
'-
Sonata in B Second movement Largo 
espressivo 
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Fourth Sonata, no such diatonism prevails, measures of atonal 
relationships abounding as in example 66. While the sonata 
is highly dissonant, C minor does prevail, octaves and diatonic 
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Ex. 66 Miaskowski Sonata 4 First movement Allegro moderato 
chords appearing at frequent intervals to maintain the tonality. 
The Kabalevsky Sonatina employs simple triads on the first and 
second degrees of the key to achieve the pleasing effect of 
Ex. 67. In the first movement of this same Sonatina, parallel 
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Ex. 67 Kabalevsky Sonatina 1 Third movement Allegro 
sevenths appear without any trace of an impressionistic 
idiOm. (Ex. 68). 
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Ex. 68 Kabalevsky Sonatina First movement Allegro 
From the Third Sonata of Kabalevsky comes the tonic hamoey 
of the second movement . (Ex. 89). This is typical of many 
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Ex. 69 Kabalevsky Sonata 3 Second movement Andante cantabile 
pages of his w6rks . The charm of his harmonization lies in 
the cleverness with which he suddenly departs to a neighboring 
key, often a semitone aha're or below. as in Example zg 
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Ex. 70 Kabalevsky Sonata 2 Third movement Presto assai 
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In contrast to the simple harmonic basis just 
'quoted there are also m~ examples of i nvolved harmonic 
changes . Shostakovitch uses the piano per cussively and 
writes such a passage as the following (Ex. 71) in Which 
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Ex. 71 Shostakovitch Sonata 1 Fi rst movement Allegro 
each successive eighth spells a new harmony. This moves so 
rapidly that the ear cannot t ake in all the changes. Again, 
Prokofieff does the same thing i n t he Second Sonat a, although 
here the chords are not so di ssonant. (Ex. 72 . ) Bitonality 
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Ex. 72 Prokofieff Sonata 2 First · movement Allegro 
and palytonality appear in Prokofi ef f . In his Fifth Sonata 
he writes lines of B flat major against E major, as in 
Example 73 . 
I 
1\ 
215 
,_ 
l I I 
., •I 
• I I ... 
~ ... rt 
• 
r- . \) . ..,_ 
I t I I ' I ' lJ 
I I I 
m 
I 
'-
.l I 
• • r :.1 I 
~· "'0" ....; ..::! 
... I , 
' I \ 1.1 
) 
!I 
216 
{\ 1..!. +- - ~ :.. (\;A. -- L -· ... - -I • I 
' 
\ --.r u 
\/ A L 1 ~ I ' 
·~· I I 
X V v .... I I I I 1. J . 
. ' . I 1.1 
~ t. ' & & \...) '--------' Lt 
~ ~ ...... / -,. 
/\' 1\ • /. ' - · 
Ill a ~ ... I~ -.--. 
I • II . / I 
- • 
....... •I . ............ , 7.r •• --;;;;o . 
....., l.i. -1 I \::1 I 
- ~· ~ I .. I . ~-, T-t l~t I I r r I I ... I I I ~ T .. I 
' ....,_ 
-
_, 
-
--L--::1 .... ~ • ~--::' 
-"'-- "'-
Ex. 73 Prokofieff Sonata 5 First movement Allegro tranquillo 
Polytonality appears in such an exampl e as the excerpt from 
the Seventh Sonata in which no definite tonal ity is evident 
(Ex. 74). Lopatnikoff also achieves polytonal effects as 
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Ex. 74 Prokofieff Sonata 7 First movement Allegro inquieto 
in the following excerpt presumably in the key of E flat but 
studded with chords completely foreign to that key (Ex. 75) . 
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Ex. 75 Lopatnikoff Sonata 1 Second lllOVement Andantino 
/ 
Again, the two voices of Example 76 with their cross rQythms 
suggest a polytonal relationship to each other, the upper 
voice presumably in D flat major with the exception of the 
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Ex. 76 Lopatnikoff Sonata 1 First movement Allegro risoluto 
beginning of the second measure which is a G harmony followed 
by the D flat harmony and a B flat harmony on the last half 
of this measure. The bass spells no particular key. 
In the Stravinsky Sonata, the interest is primarily 
in the horizont al rather than vertical motion. In such spots 
as the final cadences the effect of dominant-tonic is height-
ened by the complexity of the dominant hannoey which t hen 
resolves into a simple toni c triad. At the end of the 
first movement (Ex. 77), a tonic first inver s ion t hirteenth 
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Ex. 77 Stravins~ Sonata 1 First movement J - 112 
proceeds to a second inversion dominant elevent h to a C 
major triad while in the final cadence of t he l ast movement 
(Ex. 78) an augmented triad on G (III of . E) proceeds to a 
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Ex. 78 Stravinsky Sonata 1 Third movement J - 112 
dominant el eventh to a simple E major triad. The t onic 
and dominant are sounded together as the B minor chord of 
the bass against the F sharp minor chord of the treble and 
the C sharp minor chord under the F sharp and G sharp chords 
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of Example 79, or as in the first movement (Ex. 80) where 
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Ex. 19 Stravinsky Sonata 1 Third movement j - 112 
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a tonic-dominant chord proceeds to a dominant-tonic chord 
to resolve finally on the third beat. The F natural over 
the F sharp minor chord of Example 81 and in the second 
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Ex. 81 Stravinsky Sonata 1 Third movement J - 112 
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measure the same F over the G sharp diminished chord are 
typical of the dissonances occurring from the two voices 
moving independent~ of each other. 
Linear counterpoint was the technique employed 
by Fitelberg throughout his sonata (Ex. 29). Prokofieff 
added dissonant inner moving voices in his earlier works 
which were leading in the direction of linear counterpoint. 
Example 82 illustrates this moving inner voice which makes 
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Ex. 82 Prokofieff Sonata 3 First movement Moderato 
moment~ dissonance with the chord tones. In the Fifth 
Sonata the inner voice is considerably more dissonant and 
the bass and upper voices move bitonally as, for example, 
the D chord under the E flat chord on the second beat 
(Ex. 83). 
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Ex. 83 Prokofieff Sonata 5 Third movement Un poco allegretto 
Eventually, he writes such a masterful passage as the poly-
tonal second theme of the Seventh Sonata in which the key 
feeling is nonexistent and each voice follows its own way 
(Ex. 84). 
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Ex. 84 Prokofieff Sonata 7 First movement Allegro inquieto 
I 
Contrapuntal Devices 
There are several examples of fugues in the sonatas. 
The First Sonata of Miakowski commences with a fugue which 
is developed in severely classical style in its opening sections 
becoming more sonorous and pianistic as it progresses, final~ 
covering ever,y register of the k~board. In his Third Sonata 
appears a three-part fugue in the development of the exposition. 
The trio of the scherzo of the Sonata in B is a pianistic fugue 
on the following subject. (Ex. 8.5). 
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From "b" it is apparent that, while the fugue is developed in a 
scholarly manner, the k~board is al~s considered. The fugal 
development of the Fourth Sonata is considerably more ambitious 
extending for two and one half pages. The sixth variation of the 
slow movement (a sarabande) is constructed on two fugal expositions, 
first as quoted above and3 later, in soprano, alto, tenor, 
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bass relationship. 'Ex' 86) , 
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Miaskowski Sonata 4 
Second movement 
Andante non troppo 
quasi Sarabanda 
The concluding movement of Medtner ' s Sonata-Ballade is a 
fugue. Gretchaninoff's Second Sonata ends with a fugato . 
Pianistic Styles and Devices 
The virtuoso manner of Liszt has had a strong 
influence on many of the Russian composers. Liszt •s piling-
up of sonorities in an orchestral style is apparent in the 
examples to follow. · In his Fourth Sonata, Scriabin builds up 
a powerful climax utilizing both the highest and lowest 
registers of the keyboard with repeated chords in the inner 
parts . (Ex. 87). In similar idiom i s the bombastic final 
peroration of the Krein Sonata. (Ex. 88). 
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Ex. 87 Scriabin Sonata 4 Second movement 
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Ex. 88 Krein Sonata 1 Fi rst movement 
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Rachmaninoff ' s style likewise follows in the Liszt tradition. 
Everything always sounds magnificently but not always i s this 
magnificent sound of too much musical significance. There 
are many measures like the following (Ex. 89) which, admirably 
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Ex. 89 Rachmaninoff Sonata 2 First movement Allegro agitato 
adapted to the pianist ' s technique, are measures that say 
little musically. The l ast movement utilizes brilliant 
sweeping passages which lend the movement impetuosity. 
(Ex. 90). 
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Ex. 90 Rachmaninoff Sonata 2 Third movement Allegro mol to 
There are many reminiscences of Chopin' s singing 
style from the earliest Scriabin Sonatas to a work as recent 
as the Lopatnikoff Sonata of 1943. Not until Scriabin 
reached his Fourth Sonata in 1903 did he develop an idiom 
of his own Which did not lean heavily upon Chopin' s character-
istics. In Lopatnikoff the figurations are Chopinesque and 
so devised as to make the piano sing, although the melodic 
lines and harmonies are vastly different from those of 
Olopin. In the opening theme of the first movement appears 
such writing as Example 91 which is typical of almost eleven 
of the thirteen pages which constitute this movement. 
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Ex. 91 Lopatnikoff Sonata 1 Fi rst movement Allegro risoluto 
Example 92 is a further instance of t his pianistic i diom. 
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Ex. 92 Lopatnikoff Sonata 1 Fi r st movement Allegro risoluto 
Example 93 illustrates a flowing bass line in the manner of 
Chopin. 
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Ex. 93 Lopatnikoff Sonata 1 Third movement Allegro molto vivace 
In the Schaporin Sonata the slow movement consists 
of variations which are written in the Chopin idiom. A sing-
ing melody soars over a delicate accompaniment as in Example 94. 
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Ex. 94 Schaporin Sonata 1 Second movement Andante tranquillo 
From as recent a work as Prokofieff's Eighth Sonata 
appear several cadenza-like patterns in the manner of the Chopin 
melisma. Example 95 with the descending left hand part is such 
Ex. 95 Prokofieff Sonata 8 First movement Andante dolce 
an instance. This same pattern occurs in several other instances 
during the course of this movement. The last movement of 
the Sonata in B of Miaskowski is obviously modelled on the 
finale of the B minor Sonata of Chopin from its line of 
declamatory introduction to the final whirlwind peroration. 
Several quotations exhibit these similarities. 
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Ex. 96 Miaskowski Sonata in B Fourth movement Allegro energico 
Example 96b is reminiscent of the main theme of Chopin' s 
rondo and the coda (as Chopin' s; in the tonality of B major) 
employs brilliant piano figurations of which "c" is but 
one part. 
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Ex. 96c MiaskoloJSki Sonata in B Fourth movement Allegro energico 
In the third movement of the Belyi Sonat a, the main theme is 
accompanied by a figuration Chopin employed on several instances 
as in his F minor Etude of op. 10 and his 24th Prelude. (Ex. 97) . 
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Ex~ 97 Belyi Sonata 4 Third movement Allegro appassionato 
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Further instances of influences of romantic 
composers appear in Prokofieff and Miaskowski in examples 
that reflect Schumann ' s characteristics. The first movement 
of the Eighth Sonata of Prokofieff employs many measures of 
sequences and has a thick middle part which suggests 
Schumann ' s piano style. The treatment of sequence appears 
in Example 98. 
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Ex. 98 Prokofieff Sonata 8 First movement Andante dolce 
The unusually long opening theme of this first movement 
commences, as in Example 99, in a tranquil vein and in a 
melodic line strongly reminiscent of Schumann. 
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Ex. 99 Prokofieff Sonata 8 First movement Andante dolce 
Scriabin in his later sonatas developed a complicated 
pianistic idiom unique to himself. It is involved and brilliant 
without leaning upon the devices of the earlier Romantic composers. 
The compl ications of Example 100 are typical of the highly complex 
234 
1;\3: u ~· .. ,..., bt-' i: . I= 
·r I ( -. X 
" 
" r-r 
-=--
' £~ ' ~\ ' I ' l_~t_ ' 
au 'u.... \ ( ~.-L f . ' 
''"' 
c Ia. . .
'" 
\F v 
"' 
.. H" 
\. 1 I I' ~· -, .. -.... / ~I flo I 
-
,. .-
"" 
II I I , .L 
' 
l 
l 1 ~ n,· ·- ' ' 
~ 
-"· -~ I '1. - -z.. ~,,.......... ____.--c(~ r- nf 
I ~ I' .. 
/ I IT J• 
/. ~ ~I .. l _l 
IJ (/I / I ,, ,, 
"1 ~ " . ~~ . "'i' ~ ( \) (..) 'A/,t-:---
.... . / ./ I • 11 • f / I ' _V 
"'" . . I I J "1 I ..., r I - .., 
_, .., 
\ , . , I • I I I r £ , • . ~- I • 
..._ ~· 
Ex. 100 Scriabin Sonata 8 First movement Lento 
manner in which Scriabin expressed himself. There is a link between 
such writing as this and the chromatic style of Franck with this 
passing far beyond the complexity of Franck. 
There are many pages of equally involved structure 
in these last sonatas. In fact, at no place does a simple, 
unadorned passage appear. This influence is felt among 
Scriabin•s followers as in the following Example 101 from 
Krein in which an involved web of sotmd surrounds the typically 
Scriabinesque melody. 
Ex. 101 Krein Sonata 1 First movement Dramatico 
Scriabin further creates his own idiom ~ the 
introduction of fanciful directions to the performer as: 
"avec une joyeuse exaltation", "avec ravissement et tendresse", 
J ' 
"avec trouble", "avec une ardour profonde et voilee 11 , "avec 
I 
une sombre majeste", 11 lumineux vibrant", etc. His exoticism 
is furthered by the frequent use of trills as in the follow-
ing instance (Exs . 102, 103). 
Ex. 102 Scriabin Sonata 8 First movement Allegro agitato 
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Beethoven also had resorted to more and more trill 
passages in his piano sonatas as he had advanced in his composing 
from the famous trills of the COda of the "Waldstein" through the 
dramatic trills of the fugue of opus 106 and the serene trills in 
the variations of both Opus 109 and Opus 111. Where Beethoven 
could achieve a calm resignation as in the trill passages of the 
slow variants of Opus 111, Scriabin invariably achieves the 
effect of agitation and uncontrollable excitement. The 
Ninth Sonata utilizes even more trills than the Eighth, such 
measures as Example 104 being typical of this work. 
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Ex. 104 Scriabin Sonata 9 First movement Moderato quasi andante 
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Twice during the course of the slow movement of his 
Seventh Sonata, Prokofieff achieves a remarkable bell-like 
effect, the most haunting of any such effects encountered 
in all the sonatas of all the composers considered. The 
bitonality re-inforces the eerie effect of this passage. 
(Ex. 105). 
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Ex. 105 Prokofieff Sonata 1 Second movement Andante caloroso 
Kabalevsky uses the same idea in the end of his slow movement 
from his Second Sonata. His sonata is a half dozen years later 
than that of Prokofieff. (Ex. 106). This device is further 
utilized by Miaskowski in one of the variations of the slow 
movement of his Fourth Sonata. (Ex. 107). 
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Second movement Andante 
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stravinsky in writing his linear count erpoint , 
suggests a style of composition as free of padding as the 
Preludes of Bach ' s Well-Tempered Clavier. For example, the 
main theme of the finale of the · stravinsky Sonata is typical 
of this two-part writing . (Ex. 108) . 
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Ex. 108 Stravinsky Sonata Third movement J . 112 
Characteristics and Trends 
In considering the sonatas of Scriabin as a whole, 
certain f acts are to be observed. First, the sheer bulk of 
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the work is remarkable. No one for three-quarters of a. century 
had composed sonatas in such profusion, Beethoven, Cramer, Dussek, 
Hummel being the last to write sonatas in volume. Obviously, no 
one had considered the sonata a suitable form for his thoughts, 
preferring shorter forms such as the collections of brief works 
as the Carnaval, Papillons, Fantasiestucke of Schumann. Further, 
there had been absolutely no precedent in Russia for such a fertile 
outpouring which makes the more remarkable this sudden outburst. 
Here appeared a significant body of compositions, investing the 
old form with a new vitality. In the earlier sonatas, Scriabin 
adhered to a classic order in a time when such form was not 
congenial to the artistic world. In the formal construction of 
t he sonatas, there is a gradual change through the Fourth and 
Fifth from classic form to a freer form in which there is an 
ever greater interplay of motives throughout the movements, 
which movements become tighter and more fused in their construction. 
There is no termination of a movement in any of the late sonatas but, 
rather, a continual web of sound to the end. The mood is always the 
same, one of frenzy, but there are degrees of this frenzy and for 
moments there is less excitement when a certain lessening of the 
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tension occurs. This gradual evolution in form from the classic 
t o a romantic interpretation of the sonata suggests an analogy 
between the growth of Scriabin and of Beethoven who also cast his 
later sonatas into a highly integrated unit. Scriabin's late 
sonatas, however, are even more compact than Beethoven's in so far 
as the unity of subject is concerned. 
The subject matter itself is a different consideration. 
The feverish excitement of the themes, while it may have a strong 
effect upon the Slavic spirit, does not appeal to the more reserved 
peoples of the West. It is this choice of subject matter which 
keeps the sonatas from being really great works of art. Were only 
form to be considered, and certain theories of aesthetics stress 
form above every other consideration, the sonatas could qualify 
for a higher place among the masterpieces of sonatas. As it is, 
the curious personality of Scriabin which pours from every page 
tends to repel. A neurotic personality that offers neurotic 
music of such sentimental frenz,y as these sonatas possess, 
is one not in accord with present tastes. The qualities of 
Milton's or Bach's profound faith in their God, of Mozart 's 
perfectly balanced and ordered world, of Beethoven's aware-
ness of the dignity of man are all concepts on an infinitely 
loftier plane than this unstable world of Scriabin•s. True, 
Chopin's world was neurotic but it is that aspect of his 
genius the least admired. His greatest works as the F minor 
Fanta~, op. 49, are positive affirmations of man's worth; 
such noble statements nowhere exist in Scriabin's Sonatas. 
Indeed, such a work as the Fourth Sonata suggests the second 
act of Tristan. Moving as this portion of the Tristan music 
is, it is not enough to constitute a great work of art. A 
much deeper penetration into human frailties as well as 
ennobling characteristics appear before the opera is complete 
to give it universality. Such a universal note is not attained 
in Scriabin. 
From the analyses of the sonatas of Rachmaninoff, 
Glazounoff, Miaskowski, Medtner, Shaporin, Polovinkin, 
Schenschin, Krein are noted the definite post-romantic strains 
predominating as late as 1930 in the Russian sonata. There 
were experiments with dissonance it is true, but underlying 
these dissonances was a sense of melody that stems directly 
from Tchaikowsky. The piano was brilliantly exploited with 
the hand of Li szt everywhere apparent, many times the sheer 
virtuosity making up for a lack of development. The number 
of sonatas, twenty-five, to appear in this time is significant 
of the interest the Russian composer felt for the sonata. 
Of these, the best are those of Rachmaninoff and Medtner 
which, however, because of their diffusiveness and strong 
Slavic melodies hold little interest for the Western musical 
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public. 
Where Scriabin had been highly dramatic, these 
romantically inclined composers verged on the sentimental. 
The themes of the Rachmaninoff sonatas, for example, reflect 
a morose personality and seem more closely allied to salon 
music than to treatment in a sonata which has consistently, 
since its inception, been a work of nobility -- that is, in 
its greatest examples. 
These sonatas, however, constitute one of the finest 
collections of sonatas of modern times. In this generation 
no composer of Prokofieff's stature with the exception of 
Medtner has written piano sonatas in such profusion. Medtner 
with ten, Scriabin with ten, and Prokofieff with eight give 
to Russia the lead in output of distinguished sonatas of this 
century. Prokofieff shows no influences of Scriabin, choosing 
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a style of melody diametrically opposed to his older compatriot's. 
The themes of Prokofieff are always healthy, expressing the 
feelings of a man who senses the innate goodness of man. Often 
the humorous aspect appears with many a sly turning of a phrase. 
The nervous tensions of these years are admirably depicted in 
the last movement of the Seventh Sonata which, indeed, has no 
peer among sonatas in capturing this particular mood. All of the 
sonatas are brilliant, exploiting to the fullest capabilities the 
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piano's potentialities. Prokofieff, being a master pianist himself, 
understood intimately the possibilities of the piano. Despite 
their brilliance, there are few empty measures, the last three 
sonatas being particularly excellent examples of coherence 
and unity . It is gratifying that the musical public recognizes 
the worth of these sonatas and that artists program them as 
frequently as they do. 
It seems appropriate to investigate briefly the policies 
of the Soviet authorities concerning the arts and the possible 
effects these policies may exert upon the development of music 
in Russia. 
Since the early 1930's, the International Society of 
Contemporary Music has been banned in the Soviet Union. The 
society is concerned with music which represents the Western 
world's conception of musical progress but which is considered 
by the Soviets as "formalistic" and bourgeois. Thi.s same 
attitude prevails in the realms of painting, literature, the 
theatre and films. This problem in ·February 1948 became one 
which has concerned the Western world when the Central Committee 
of the Communist Party criticized the opera The Great Friendship 
of Vano Murdeli (1908- ) as "both musically and materially 
misconceived and inartistic~.* Further, in the decree censuring 
*Music Today;New Soviet Music, Stuckenschmidt, H. H., p. 68, 
Dennis Dobson, Ltd., London. 
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Murdeli, mention is made of formalistic tendencies appearing in 
the works of other Soviet composers as Shostakovitch, Prokofieff, 
Khachaturian, Shebalin, and Miaskowsky, the names most famous 
outside of Russia. According to a presumably objective report 
by Sergei Barski which appeared in the official East Berlin 
Soviet paper, the Tagliche Rundschau, the errors needing 
correction were: "absence of any expressive melody, use of 
atonal and disharmonic idiom, lack of finished and precise form, 
preference for monotonous unison as a type of musical art not 
in keeping with the principles of the concerted folk-song form; 
elements such as these would inevitably lead to the impoverishment 
and corruption of music •••• "warnings "against the fatal influence 
on the development and education of the coming generation of 
composers •••• above all the Moscow Oonse~ratoire ••• where a 
reverence for the best traditions of the Russian and Western 
classics in music is not being instilled in the students, where 
they are not being instructed out of love of work for the people 
as a whole in the use of democratic musical forms •••• " At the 
Central Committee's Congress in August 1948, one Comrade 
Zakharov, a composer of popular songs, took to task the 
leading Soviet composers, saying: 11Shostakovitch's Seventh, 
Eighth, and Ninth Symphonies are supposed to be considered 
as works of genius abroad. But who considers them as such? 
Who •••• apart from the reactionaries against whom we fight, 
apart from the bandits and the imperialists? Do you think the 
people in foreign countries like these works? I can say quite 
categorically: ' No; impossible .• Today the most popular 
composer in the world is our Tchaikovsky. His name is used in 
many foreign films . "* 
Such fault-finding and accusations are not unique in 
the history of music. Similar complaints were imposed since the 
beginning of the nineteenth century upon outstanding composers 
who were accused of lack of meloqy and of an undue seeking after 
dissonances, until the merit of their music was eventually 
recognized and their works laid a foundation for a new standard 
of development. The Soviet cultural politicians have detected 
anti-popular and individualistic elements in all art that 
differed from accepted academic formulae. Since the Soviet 
composer is to a far greater extent dependent on the State 
than the composers of other countries, it is understandable why 
it behooves him to accept the dictates of the State . It is the 
State that gives the composer his commissions and is his only 
pUblisher; the State sends the promising young musician to one 
of the 321 State schools of music, from there to one of the 89 
music colleges, and, if he has the requisite talent, on to 
one of the 20 higher musical institutions. The State can thus 
expect the composer to accept submissively and graciously its 
* Musical Uproar in Moscow, Werth, Alexander, Turnstile Press. 
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tenets. The freedom from material considerations is bought by 
acceptance of duty to the will of the people . The composers 
censured by the Committee have publicly acknowledged their 
error and have promised to change their style of composition. 
To permit the people to act as the arbiters of 
art is a new concept of the standards that are to be applied 
t o any art. The tastes of the majority of the musical public 
are on a comparatively primitive level and will necessarily 
demand a work of art readily understandable to them. To 
impose the standard of art from the lower level rather than, 
as has hitherto prevailed to allow the innovations to seep 
down through a highly cultivated elite eventually, sometimes 
a generation later, communicating to the general public is a 
concept that has not yet had time to test itself. It would 
seem to be a fallacious theo~ if music is to follow a course 
it has been pursuing but the Soviets may be more interested 
in communicating to their 180 million fellow citizens than in 
creating enduring works of art. It is highly doubtful if a 
War and Peace could have emerged under such. a philosopqy. 
In recent years it has become increasingly more 
difficult to learn of musical activi t ies occurring in the 
Soviet Union. No sonatas have appeared in the West and only 
scattered reports of the reception accorded an occasional 
new work, usually some choral piece in praise of Stalin, have 
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been pUblished in the Western press. It is thus impossible to 
know What such a poli~ would have on a Prokofieff, for example . 
He was castigated and publicly admitted his errors . When he 
composed his last three sonatas (1939-1944), he had presumably 
not been called to task. It is difficult to imagine that, had 
he continued to compose with such sophistication, his works 
would have met the requirements of a popular "people ' s art't . 
The development of the first movement of the Seventh Sonata 
is a highly intellectualized process hardly calculated to 
appeal to any mass audience without considerable cultural 
antecedents. Would Prokofieff have been permitted to 
compose in such a manner or would he have been forced to 
make adjustments to conform with the dictates of the State?. 
The answer to such questions must wait less tense 
times. Since Scriabin, some of the most important piano 
sonatas have been produced by the Russians. If this rich 
well of creative activity is to become parched, there will 
be a considerable loss to one aspect of the development of 
Western civilization. 
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CHAPTER IV 
THE FRENCH, ITALIAN AND SPANISH PIANO SONATA 
The following French Piano Sonatas will be considered: 
Auric First Sonata 
First Sonatina 
Bloch First Sonata 
Dukas First Sonata 
Dutilleux First Sonata 
D' Indy First Sonata 
Milhaud Second Sonata 
Poot First Sonata 
Ravel First Sonatina 
Ruyneman First Sonatina 
The following Italian Piano Sonatas will be considered: 
Bastianelli First Sonata 
Bucchi First Sonatina 
castlenuovo-Tedesco First Sonata 
Dallapiccola Sonatina Canonica 
Mainardi First Sonatina 
Porrino Sonata Drammatica in 
Re Minore, op. 35 
Sonzogno First Sonatina 
The following Spanish Piano Sonatas will be considered: 
Halffter, Ernesto 
Halffter, c. 
Turina 
First Sonata 
First Sonata 
Sonata Fantasia 
Sonata Romantique 
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A: THE F~CH PIANO SONATA 
Historical Background 
From the time of the 110rdres" of Francois Couperin 
' 
to the "Prelude, Chorale and Fugue" of Franck there was nn 
keyboard music of distinction in France. Franck did not 
write sonatas for the piano, but those who followed him, 
Vincente D'Indy (1851-1931), the short-lived Guillaume 
Lekeu (1870-1894), and Paul Dukas (1865-1935), all wrote 
in this form. Dukas composed his only sonata at the turn 
of the century, 1899-1900; Ravel's (1875-1937) Sonatine 
dates from 1905; D1Indy's Sonata from 1907. The impres-
sionists who were dominating the French scene during the 
first part of the century from the very nature of their 
approach to music turned away from the sonata form. True, 
Debussy (1862-1918) in his final years planned six sonatas 
of which only three were completed, one for cello and piano, 
one for flute, viola and harp, and one for violin and piano~ 
Since he did not divulge his plans for the combinations 
for the last two (the fourth was to have included oboe, 
horn and cembalo), it is possible that one might have been 
planned for piano solo. To both Debus~ and Ravel the suite 
was a more congenial form and they have given us their share 
of masterpieces in that form. 
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Of the composers to emerge after the First World 
War, only a few turned to this fom. Honegger and Durey 
have not written piano sonatas; Poulenc composed a four-
hand Sonata in 1918. Georges Auric (1899- ) has composed 
both a Sonatina and a Sonata. Marcel Poot (1901- ) com-
posed his one Sonata in 1927. Of recent origin is the 
Sonata of Henri Dutilleux (1916- ) composed in 1949. A 
Sonatina, Gallic in style, by Daniel Ruyneman (1866- ) 
of Amsterdam will be considered as of the French School. 
It vas composed in 1917. 'Likewise, Ernest Bloch (1880- ) 
may be included with the French for, although he is a Swiss 
by birth, he composed his Piano Sonata in Paris in 1936 where 
he was living. 
Musical Fom 
The majority of the sonatas adhere strictly to 
the classic form. The Sonata of D•Indy consists of three 
movements of which the first is a series of variations, the 
second an adagio and the finale a rondo in which the themes 
of this finale and of the variation are brought together. 
The Dukas Sonata follows the expansive Romantic tradition 
filling fifty-three printed pages. The first movement is 
a sonata-allegro of gigantic proportions with elaborate 
bridge passages, a lengthy development brilliantly constructed. 
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A slow movement is followed by a scherzo with a rondo as the 
final movement. 
Ravel's Sonatine and the Sonatina by Ruyneman 
so similar in idiom to Ravel's, are both in three brief 
movements, a truncated sonata-allegro, a slow movement 
and short rondo. The slow movement of Ravel's Sonatine 
is a stately minuet. 
In the Poot Sonata, the three movements are concise 
and consist of a sonata-allegro, an andante which commences 
in 4/4 meter but changes to 3/4 meter for a brief middle 
section marked "minuet antique", and a finale which commences 
in 12/8 rhythm suggesting a gigue, but soon changes into 5/4 
meter and becomes more lyrical. Georges Auric's Sonatine, neo-
classic in style as was the Poot Sonata, consists of a brief 
sonata-allegro, slowmovement and rondo. 
The Milhaud Sonata consists of four movements, 
• 11alerte 11 , "leger", 11doucement11 , and "rapide11 all of unrelieved 
counterpoint, more often than not of only two voices. The 
opening theme (Ex. 1), a long melody uninterrupted by rests, 
Ex. 1 Milhaud Sonata 2 First movement Alerte 
( 
) 
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suggests a Baroque melody by its length and complexity. This move-
ment has no contrasting themes and is more akin to a rondo form 
than ~ other. The main idea recurs several times, although the 
intervening episodes are similar in character and difficult to 
distinguish from the original theme. The second movement for the 
most part is likewise in two-part counterpoint as are the third and 
fourth movements. All of the movements are loosely constructed rondos 
in similar style with the exception that different speeds are indicated 
for the various sections. 
The Dutilleux Sonata like the Dukas work is conceived in 
the grand manner covering fifty-five pages and is replete with 
themes, counter-themes, bridge passages, all developed elaborately. 
The first movement, a sonata-allegro, commences with a broad theme (Ex. 2) 
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Ex. 2 Dutilleux Sonata First movement Allegro con moto 
suggestive of the opening theme of the Faure violin and piano 
Sonata in A major. A scherzo-like episode appears, after which 
t he original theme returns before the second theme, similar in 
character to the opening theme makes its entrance. For the 
development, there is a lengthy free fanta~ after which the 
recapitulation appears to which is appended an elaborate coda. 
The second movement, a lied, is tern~ in form with a rapid 
middle section which is canonic. The final movement consists of 
a chorale with four lengthy variations. These variations 
are bri lliant; the first one construct ed on syncopated rhythms, 
the second, a toccata with many pages that look like "Scarbo" 
from Ravel's "Gaspard de la Nuit", the third, a page of im-
pressionism, and the final variant less dissonant and extremely 
rapid and brilliant. 
Bloch's Sonata is less classical in form than the 
others considered. It can be best described as rhapsodic. 
A free fanta~ precedes the opening movement which itself 
is of no definite form. The second movement is a pastorale 
of more conventional for.m and the final movement is a rondo 
in march rhythm. 
Melodic Development 
With the exception of Milhaud, the melodic themes 
are developed in regular two-four-eight measured phrases. 
The theme from the second movement of the Dukas' Sonata is 
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typical of this adherence to classic balance (Ex. 3), the 
~ ---
Ex. 3 Dukas Sonata 1 First movement Moder~ent vite 
E flat being repeated nine times in the first five measures. 
This careful order is characteristic of all of Dukas• themes 
as in Example 4 where again there is a similar repetition 
_J 
--------
Ex. 4 Dukas Sonata 1 Fourth movement ... Tres lent 
of melodic notes, D sharps, and in measures 5 and 6, B•s. 
The neo-classicists, Ravel, Auric, ~eman, Poot, 
construct their themes in regular phrase lengths with as 
much precision and care as a Mozart. TYPical of this balance 
and order is the theme from the Auric Sonatine which is 
characteristic of the melodic construction of the whole 
work. (Ex. 5). Ravel shortens the second theme of his first 
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Ex. 5 Auric Sonatine 1 Third movement Presto 
movement to seven measures (Ex. 6) without altering his 
Ex. 6 Ravel's Sonatine First movement 
classic balance. Dutilleux also employs themes of regular 
length. The chorale theme of his third movement (Ex. 7) is 
a broad, rhythmically uncomplicated theme. 
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Ex. 7 Dutilleux Sonata 1 Third movement Choral et variations 
It is possible to discover relationships between 
themes of the various movements as in the Ravel Sonatine, 
where the first theme is characterized by a drop of a fourth 
between the opening notes, the second movement by a rise of 
a f ifth between these first two notes and the final movement 
by a rise of a fourth (Exs. 8, 9, 10). In each instance, 
,)~ 
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Ex. 8 Ravel Sonatine 1 First movement , ( Madere 
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Ex. 9 Iavel Sonatine Second movement Mouvement de minuet 
}1 
Ex. 10 Eave! Sonatine Third movement I Anime 
much importance during the development of each movement is 
given to this characteristic leap which serves to knit the 
movements together. 
Milhaud achieves the most complex and varied melodic 
lines. Motives such as a rising or falling group of four notes 
appear and reappear in different voices entering on differing 
beats of the measure. The notes may grow into an ever larger 
pattern as in Example 11 where a group of three rising notes 
Ex. 11 Mi lhaud Sonata 2 First movement Alerte 
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descends a tone and adds this lower note to the former three notes. 
The expanding figuration thus gains a note on each repetition of 
the pattern. There is a fine balance between different note 
values which never allows for arzy- rhythmical stagnation. In 
fact, in the entire sonata there are only a beat and a half of 
rests and these occur at ends of movements before the final 
chords. ay inversions, sequences, canonic passages, the melodies 
are constantly kept in motion in the various voices, of which 
there are usually only two but occasionally three. 
Rhythmic Elements 
The sonatas are surprisingly orthodox rhythmically 
with only Milhaud achieving unusual rhythmical effects. 
Milhaud writes ~copated measures, not unlike American 
jazz rhythms, as in Example 12. There are many of these 
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Ex. 12 Milhaud Sonata 2 Fourth movement Rap ide 
measures of syncopation in Milhaud which keep the sonata moving 
relentlessly forward. 
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Harmonic Characteristics 
The two main influences have been the impres-
sionists and the linear contrapuntalists and most of the 
sonatas fall into one or the other of these two styles. 
The Dukas work antidates either of these movements, however, 
relying on older harmonic idioms. There are many pages of 
comparatively simple harmonies as in the excerpt from the 
first movement (Ex. 13) which is essentially tonic and 
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Ex. 13 Dukas Sonata 1 First movement Moderement vite 
dominant harmony. Example 4, previously quoted, is an even 
more obvious instance of the tonic-dominant basis. Even 
the chromatically ascending passage of Example 14 does not 
261 
262 
' 
Ex. 14 Dukas Sonata 1 Second movement calme - un peu lent 
leave the key and offers no such problems of analysis as in 
a typical Franckian measure. Indeed, Dukas does not employ 
the chromaticism of Franck except in rare instances. 
Ravel's Sonatine applies the harmonic techniques of 
impressionism. The opening theme is developed in parallel 
fifths and octaves (Ex. 15). This parallelism persists for 
-' I 
Ex. 15 Ravel Sonatine 1 First movement Mod ere 
the entire movement, the second theme emplqying fifths in a 
p 
-
-
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similar manner (Ex. 16). In the closing theme of this 
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Ex. 16 
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movement appear thirteenth chords singly (Ex. 17) as well 
Ex. 17 
level Sonatine 1 
First movement 
I ' Mod ere 
as in sequence as in the descending notes of E, B, G sharp 
and C sharp (Ex. 18). Again, in the last movement are frequent 
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Ex. 19 Ravel Sonatine 1 Third movement 
, 
.Ani me 
by the interval of a whole tone, leaving the k~ of A major 
to pass momentarily through the foreign tonalities of G, F, 
E flat and D flat. 
The technique of parallelism is found in Poot, 
~eman and Bloch. From Poot•s Sonata came the descending 
parallel sevenths of Example 20 as well as the consecutive 
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Ex. 20 
J 
< {~ ~ p-_ • Poot Sonata 1 ~ , , L l) -T'o~ 
,..,. ' i , , 
I '-'1 • •• , , ., . . , , First movement 
___j Allegro deciso 
sevenths on F sharp, B, C sharp and D sharp of Example 21. 
Ex. 21 Poot Sonata 1 First movement Allegro deciso 
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Further inst ances of parallel ism from Poot are the ascending 
t riads of the f ollowing example (No. 22) , and t he descending 
fourths of t he last measure . 
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Ex. 22 Poot &>nata 1 Fourt h movement Allegro deci so 
The slow movement of Bloch's &>nat a empl oys parallel 
f ifths bi tonally. The chords on E, D, G sharp, G natural do 
not belong t o t he F minor tr i ad of the bass here used as a 
pedal point (Ex. 23) . The first movement of the Th:lyneman 
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Ex. 23 Bloch Sonata 1 Second movement Past orale 
Sonatina i s just so maey pages from the Sonatine of Ravel. The 
ninths and elevenths f ollow each other i n patterns almost ident ical 
with t hose f i rst devised by Ravel as in Examples 24 and 25. 
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In Example 24, a ninth on E is broken into a running figuration 
Ex. 24 Ruyneman Sonatina 1 First movement Dans une 
atmosphere automnale 
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Ex. 25 Ruyneman Sonatina 1 Ibid. 
in the bass which is similar to the treatment of the opening 
theme of the Ravel Sonatine previously quoted (Ex. 15). In 
I 
\.. 
Example 25, a seventh on B proceeds to an eleventh on F sharp 
I 
which pattern is repeated. The A sharp and B appearing together 
as a minor second add a further dissonance to this passage. The 
pentatonic passage (Ex. 26) in the finale of this sonata is 
reminiscent of the pentatonic "Pagodes" of Debussy. 
' 
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:Ex. 26 Reyneman Sonatina 1 Third movement Volente 
Bitonality is present in works after 1920. TYPical 
are the measures from t he Poot Sonata (:Ex. 27) where an A 
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Ex. 27 Poot Sonata 1 Third movement Allegro deci so 
flat tonal i ty in the bass is juxtaposed to an A minor tonality 
in the soprano, or in Example 28, also from Poot, where in 
Ex. 28 Poot Sonat a 1 Third movement Allegro deciso 
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measure 1 an F sharp chord and an A minor chord occur simul-
taneously, as well as in the third measure in which appear a 
B flat and D chord. 
Milhaud being concerned with the linear aspect of 
his meloqy, the harmonies are more often than not bitonal. 
A simple passage as the following is comparatively rare (Ex. 29). 
Ex. 29 
Milhaud Sonata 2 
Third movement 
Doucement 
Here only a series of descending seventh chords appear. 
Much more usual is the texture of Example 30 which suggests 
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Ex. 30 Mi lhaud Sonata 2 First movement Alerte 
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a tonic E major harmony. There are parallel fifths (Ex. 31) 
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Ex. 31 
._,... Milhaud Sonata 2 
First movement 
I I l :\... .... I I; "'' (.]I -, I 'II •• Alerte 
..;,1 ... 
with, however, no feeling of impressionism since the G and 
G sharp sound simultaneously. 
Contrapuntal Devices 
The French sense of order and logic has turned 
frequently to contrapuntal idioms for expression, numerous 
examples of canons, fugues, fugatos, ground motives appear-
ing throughout the entire output. From the third movement 
of the Dukas Sonata appears the fugal passage of Example 32 
which is chromatic in both subject and counterstibject. The 
influence of Franckian harmony in this passage is onLy too 
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Ex. 32 Dukas Sonata 1 Third movement ' Avec legerite 
apparent. In the second movement of the Poot Sonata occurs 
a three~art £ugue exposition on a comparatively diatonic 
subject which is appropriate for the section as it is marked 
"antique minuet". Later in the section, a second simpler 
exposition appears (Ex. 33). 
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Ex. 33 Poot Sonata Second movement Tempo de minuet antique 
An unusually fine example of the use of a ground 
motive occurs in the third movement of the Ravel Sonatine 
in which the three descending notes A, G, E recur thirty-
two times, being interrupted in the twelfth measure by a 
rising arpeggio which is constructed from the same notes 
with the A raised. In the fourteenth and sixteenth measures 
the figure is transposed down a fifth to the notes D, C sharp, 
and A. This motive is used in double counterpoint both above 
and below the principal subject. 
From Milhaud comes the following example of a ground 
motive (Ex. 34): 
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Ex. 34 Milhaud Sonata 2 Third movement Doucement 
Of canonic imitations there are numerous examples. 
From Mi lhaud again are several passages as in Example 35 
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Ex. 35 Milhaud Sonata 2 Fourth movement Rap ide 
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where the canonic imitation is repeated three times and 
never actual ly progresses. In the Dutilleux Sonata there 
appears in the middle section of the slow movement a canon 
in i nvers ion (Ex. 36). Brief canonic passages as in Example 
37 appear t hroughout t he t hird movement of t his sonat a. 
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Dutilleux Sonata 1 Third movement 
Pi anistic Styles and Devices 
#....-
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Oloral et 
variations 
As a whole these sonatas rely surprisingly little 
on the pianisti c style of t he Romantics. The Chopinesque 
figurations congenial to so maqy composers do not find their 
way into these sonatas. 
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There are almost no bravura octaves, thundering 
chords, huge climaxes. The Bloch Sonata, however, is the 
exception which shows a certain affinity to the Liszt of 
the "Hungarian Rhapsodies". Such a passage as Example 38 
Ex. 38 Bloch Sonata 1 First movement Grave 
with the rising arpeggio and the tremolo at the climax is 
similar to maqy passages in Liszt. 
The Dukas Sonata, the oldest considered and the 
most brilliant pianistically does not resort to aqy of the 
fustian and bombast of Liszt. Rather, there are passages 
that seem to point toward the idiom of Ravel and Debussy. 
The interlocking chords (Ex. 39) of the scherzo suggest the 
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Ex. 39 Dukas Sonata 1 Third movement Vivement, avec legerite 
interlocking chords of the Ravel Toccata, while the repeated 
notes of Example 40 from the finale of this same sonata point 
toward the Masques of Debussy • 
• ( ~-v.-" l _, I ,. - ... 1111 
-..;; 
- f-. J- -J ,.._ -II-
-r - a.; ~,l t~ f-4~ • r; ' • " . . • r-. "l 
' 
-1 l 
....,.~ 
...... I ~ lJl:. --.- --y I •• 
' ~ I ~ 
7 - ..... -;.- ... -• • 
~ 
I 1.-• ......-~,,. PT. -y 
.D'I .. 
It -.,- -.--r --.-
\. ........ T 
--""= 
Ex. 40 Dukas Sonata 1 Fourth movement '-Tres lent 
Ravel in his Sonatine does not indulge in the 
virtuosity of his Miroirs or Ga~ard de la Nuit. The last 
movement demands brilliant treatment but not of the same 
high degree required for the suites. There is no extraneous 
-
= r • -, 
~-I 
:T 
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matter in this finale while the suites abound in dazzling writing. 
Much less complicated, the Poot Sonata and the ~eman Sonatina 
are both similar to this style, an almost austere simplicity that 
shuns aqy ostentation. The opening theme (Ex. 41) of the first 
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Ex. 41 Poot Sonata 1 First movement Allegro 
Allegro of the Poot Sonata is typical of the ascetic treatment 
of the piano, while the second theme (Ex. 42) shows the presence 
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Ex. 42 Poot Sonata 1 First movement Allegro 
of sentiment without, however, the faintest glow of sentimentality. 
The passage from the Milhaud Sonata (Ex. 30, previously quoted) is 
similar in its two-part writing with emphasis on the horizontal 
motion of each of these two voices. Such writing is concerned 
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solely with music which in this instance happens to be sounded 
on the piano. Gone are all pianistic trappings of the Romanticists 
which often sounded brilliantly but often covered up a shallow 
melody. 
Of tone coloring or tone painting there is practically 
none in these sonatas. The pentatonic passage previously quoted 
(Ex. 26) from ~eman faintly suggests the exoticism of Debussy's 
"Pagodes" and, since the figuration is similar, may have been 
influenced by that work. The similarity, however, is only 
superficial. 
Characteristics and Trends 
The sonatas considered reflect no particular school 
or common characteristics, although several are similar to 
each other. The Dukas and the Dutilleux Sonatas are both 
monumental works in the manner of early and middle Beethoven 
Sonatas. Each movement is formally developed at great length 
and is a complete entity in itself. There is no cyclic 
development among movements. Ravel, Rlzyneman, Auric, and 
Poot write in a smaller frame and in a more intimate manner. 
There are no thundering climaxes here but rather a carefully 
reserved mood which often turns into a ~ Gallic phrase. 
Milhaud goes his own way creating his nee-Baroque lines. 
Bloch who is Swiss-French-American and foremost Jewish 
writes rhapsodically. 
There is no experimenting or introduction of new 
ideas to the form and development of the sonata in these works. 
No one writes as Sorabji in England had written or as Scriabin 
composed. Rather the forms, rhythms ·and styles are traditional. 
Such a rash iconoclast as Eric Satie did not set himself the 
task of writing a sonata which, had he done so, undoubted~ 
would have been an experimental, controversial work. 
There are no folk influences as with Bartok or such 
American enthusiasts as John Powell or Roy Harris. If anything, 
the works tend more toward the scholarly and pedantic as in 
such movements as the fugues and fugal passages from Dukas and 
Poot. Just before the turn of the cent~ (1894), Guillieme 
Lekeu had included two movements each with a massive fugue in 
his five-movement sonata. 
The Ravel Sonatine has captured the fancy of the 
public and is the most popular of these works. The Dukas 
Sonata, fine as it is, is too diffuse to win ~ popular 
following. The Dutilleux Sonata deserves to become better 
lmown and augurs well for ~ future works he ma;y compose in 
this idiom. 
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B: TilE ITALIAN PIANO SONATA 
Historical Background 
The Italian composers by and large have not turned 
to the piano sonata to express themselves. Of the older 
composers who wrote in this form appears the name of the minor 
composer Ziannotto Bastianelli (1883-1927) who was primarily 
a writer on music. There is a Sonata (1932) by Mario 
Castlenuovo-Tedesco (1895- ) now living in the United states. 
From 1938 stems the Sonatina by Valentino Bucchi (1907- ). 
Ernico Mainardi (1897- ), primarily a cellist, composed in 
1941 a slight Sonatina. More recently (1948), there appeared 
a Sonatina by Guilio Cesare Sonzogno (19o6- ) of Milan and 
a Sonatina Canonica of Luigi Dallapiccola (1904- ). Ennio 
Porrino, born in Sardinia in 1910, but now living in Italy, 
composed his Sonata Drammatica, op. 35, in 1949. 
Musical Form 
The Bastianelli Sonata is in two movements, the first 
of which is mono-thematic and is free in fom. The second move-
ment consists of a series of variations Which follow the style 
of Schumann's Etudes Symphonigues plus the superficial brilliance 
of Liszt. The Castlenuovo-Tedesco Sonata is of more distinguished 
caliber, following the usual form of sonata-allegro, slow move-
ment and rondo. The Sonatina of Mainardi consists of a condensed 
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sonata-allegro, brief adagio which is comprised in almost its 
entirety of one melodic line in the bass, a trait indicative 
of Mianardi's primary interest in the cello, and a spirited 
rondo which is characterized by the recurrence throughout of 
a trill in the accompaniment. The Sonatina of Sonzogno is a 
concentrated one-movement sonata-allegro which moves rapidly. 
Bucchi's Sonatina is likewise in one movement with, however, 
an adagio middle section of two variants on the brief adagio 
theme and a return to the original theme for conclusion of the 
movement. Perrino's Sonata Drammatica, despite its recent date 
of composition (1949), is highly romantic and designed in one 
continuous movement divided into different sections: (1) 
Nottruno which serves as a slow introduction, (2) Violento 
which is a waltz-like movement moving rapidly, (3) a brilliant 
four-page cadenza ad libutum which contains typical romantic 
bravura devices, (4) a return. of the Violento and (5) an 
Adagio ~ modo Funebre. The Sonatina Canonica of Dallapiccola 
is free in form consisting of four sections which are adaptations 
of four Oapriccii of Paganini. The first movement follows 
Paganini's twentieth Capriccio (ABA with the B the brilliant 
section); the second is an adaptation of the nineteenth 
Capriccio (again AS-brilliant-A); the third uses the eleventh 
Capriccio which is mono-thematic and andante throughout; while 
the fourth movement is built on the fourteenth Capriccio. 
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Melodic Development 
Neither of the movements of the Bastianelli Sonata 
is built on themes other than straight-forward, nncomplicated 
melodic lines. For example, the main theme of the first 
movement is constructed on an upward progression of an 
augmented triad (Ex. 1) or its inversion. Dallapiccola is 
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Ex. 1 Bastianelli Sonata 1 First movement Allegro rude 
bound by the meloqy as conceived by Paganini and creates his 
effects by his clever addition of dissonances and contrapuntal 
devices such as crab canon in the third movement. Sonzogno 
writes with almost Mozartian clarity, relying upon the Alberti 
bass (Ex. 2) and a simple, diatonic, melodic line. 
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Ex. 2 Sonzogno Sonatina First movement Presto 
His second theme is built on a sequential pattern (Ex. 3) 
') 
. . 
.!!.... ? to ;.:. 0 "'> ;:=. ,..._. \ c-~ -
~ ~ ..... . -- 1 ...... ..!..: ~ ~ _;. .. .!... .., ~ 
' 
• • ( • II , • 1..1 • • •• • • v .. ) "'""' 
" 
\ • L, 
. 
-
,. 
' -f 
'0- . r-
I ....... . 
, ,, 
• • I 'I 
. . .... 
,, 
• 
,, 
' • ' I r I 1 ,/., -, , .. I 
• I • 
_, 1 1 1 .. 
4 ~ • v ... 
Ex. 3 Sonzogno Sonatina First movement Presto 
which also serves as the main idea for the brief development. 
Porrino writes in a romantic vein employing t hemes such as 
Example 4 which is the melody of the second movement. 
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Ex. 4 Perrino Sonata Drammatica Second movement Allegro 
This is orthodox in eve~ way, bordering on the salon style. 
The opening movement relies on impressionistic devices and is 
built around such motives as Example 5, which stems directly 
from Debussy. 
\i;~t /) \_b) ' \ J ' ' ~ J [ .... , ~4 ' \" f~ l '\ t d Cl ' . ' \ -'V • v• .... .. ~· 
Ct 
In "a" and ''b" the short phrase is inverted; in "c" the motive 
is extended, while "d" is a broadening of previous ideas. 
Bucchi builds both his harmonic and melodic lines on fourths. 
The opening phrase encompasses the stepwise interval of a 
fourth. Much of the remaining development uses this same 
phrase or the interval of a fourth in either direction (Ex. 6). 
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Ex. 6 Bucchi Sonatina First movement Scorrevole 
The adagio of this Sonatina consists of two variants on 
the simplg djatonic theme of Example 7, ~ ich, however, is 
Ex. 1 Bucchi Sonatina Second movement Adagio con variazioni 
given a bitonal second voice (E flat minor). In the final 
variant the voices are interchanged. castlenuovo-Tedesco 
introduces melodic lines inspired qy the jazz idiom, the 
theme (Ex. 8) being typical of his treatment. 
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Ex. 8 Castlenuovo-Tedesco Sonata 1 Second movement Blues 2 
un poco languido e sognanti 
Rl.ythmic Elements 
None of the sonatas are experimental rhythmically, 
al l observing regular metrical patterns . The most unusual 
effects are those of the Castlenuovo-Tedesco Sonata. I t 
employs in the second movement syncopated rqythms borrowed 
from Amer ican jazz idioms as in the "Blues" previously quoted 
(Ex. 8) and in the "Blues 1", likewise from the second movement. 
R l~~~t~ !.. ""' Ex. 9 
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Second movement 
Allegretto grazioso e 
un poco malinconico 
. ,
Harmonic Characteristics 
For the most part, the harmony is traditional in 
romantic vein. There are several instances of impres.sionistic 
devices in Porrino and castlenuovo-Tedesco who borrows such 
patterns as parallelism. The opening theme of the first 
movement, an extremely vigorous theme, is constructed upon 
fifths in parallel motion and doubled between the upper and 
lower voices (Ex. 10). Fifths and octaves in contr~ motion 
Ex. 10 Castlenuovo-Tedesco Sonata First movement Rude e 
violento 
appear as in example 11. There are frequent examples of parallel 
fourths in both second and third movements (Exs. 12 and 13) • 
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Ex. 12 Castlenuovo-Tedesco Sonata Second movement Adagio 
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Ex. 13 Castlenuovo-Tedesco Sonata Third movement Allegro 
furioso 
The impressionism of Parrino i s even more pronounced as in the 
parallel fifths of example 14 and example 15. The last measure 
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Ex. 14 Porrino Sonata Drammatica First movement Moderato 
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Ex. 15 Porrino Sonat a Draaaatica First movement Moderato 
of Example 15 is Franckian in its chromaticism. Again, Debussy. 
is suggested in Example 16 both ~ the writing and by the 
chordal progressions. 
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Ex. 16 Porrino Sonata Drammatica First movement Moderato 
Ninths abound imitative of Ravel as in Example 17. Bucchi, 
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Ex. 17 Porrino Sonata Drammatica First movement Moderato 
as previously noted, relies upon the fourth for meloqy and 
harmony. Example 18 indicates this predilection for fourths. 
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Ex. 18 Bucchi Sonatina First movement Scorrevole 
Further instances of fourths appear in Exaaple 19. 
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Ex. 19 Bucchi Sonatina First movement Scorrevole 
There are biting dissonances in Dallapiccola but th~ _stem 
from the clashing of his contrapuntal lines rather than from 
a harmonic basis. He uses Paganini's melodic lines unaltered 
for the most part and adds his own ·counterpoint. Such an 
example as number 20 is typical of the dissonance created by 
ninths. It is apparent that the interest here, as throughout 
the Sonatina, is horizontal rather than vertical. 
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Dallapiccola Sonatina Oanonica First movement 
Allegretto camodo 
Contrapuntal Devices 
Only in the Dallapiccola Sonatina Canonica do real 
contrapuntal devices appear. There is a crab canon in the third 
movement and such effects as double counterpoint in the first 
movement. (Ex. 21}. It is interesting to compare this setting 
with that of Liszt who sets this Capriccio (Paganini-Liszt 
Etudes, no. 2 in E flat) as a brilliant display piece, while 
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here the primary interest is the clever intellectual manipulation 
of the themes. A further instance of the freedom with which 
the voices move causing momentary atonality is Example 22. 
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Ex. 21 Dallapiccola 
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Ex. 22 Dallapiccola 
-........-
/ 
' 
I I I I 
• ...... \ ... I • 
... 
~ ,... 
v .. 
• 
. 
I I • ' 
' ' 
I 
l ·I 
Sonata Canoni ca 
- . \I ..so 
.... 
b .. • I I r 
I 
" 
- I 
- - -I.!.. ... ~ . r-
• 
' ' " ' -.J I
292 
-
• 
,...._.. 
......... 
-
. 
• • I 
II I I 
I I 
First movement 
Allegretto molto misurato 
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Sonata Canoni ca Fourth movement 
Alla marcia 
In the Sonata Drammatica of Porrino a basso ostinato appears as 
the basis for the funeral march of the last movement. (Ex. 23). 
Ex. 23 Porrino Sonata Drammati ca Third movement Adag io 
Pianistic Styles and Devices 
The lyr ical quality of the piano is stressed in all 
of t he sonat as with t he excepti on of the work ~ Dallapiccola. 
Basti anelli, for example, employs such a Lisztian device as 
t hat of repeated chords t o support t he melody. (Ex. 24). 
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Ex. 24 Bastianelli Sonata Third movement All egro molto ritmi co 
The Castlenuovo-Tedesco Sonata is vigorous throughout and is 
written to cover many keys of the keyboard which effects, 
( 
however, sound more brilliant and difficult than th~ actually 
are. The Bucchi Sonatina employs four staves to conv~ 
what appears to be lines complicated in the manner of Scriabin 
httt .... ,.,t,.h h actually not difficult to perform (E.x 25) 
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Bucchi Sonatina 
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Second movement 
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Adagio 
This sonatina as well as those of Mainardi and Sonzogno are 
simple pianistically. As previously noted, the Perrino Sonata 
Drammatica is eclectic in style, leaning .on impressionistic 
figurations as well as a Lisztian cadenza and a Cllopinesque 
scherzo movement. Indicative of the Debussyan influence are 
the following measures which permit tones to sing in various 
registers of the k~board, intones a melody in octaves at the 
distance of an octave from each other, observes numerous 
fer.matae. This example could almost be taken directly from 
L 
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the second volume of Debus~ts Preludes. (Ex. 26). 
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Ex. 26 Porrino Sonata Drammatica Third movement 
The cadenza introduces an octave passage, interlocking chords 
in the manner of Rachmaninoff, arpeggios, quasi-chromatic scale 
passages in the low register of the piano gradually rising to 
the upper register (as in Liszt•s Hungarian Rhapsodies). The 
second movement is Chopinesque as in the Scherzi and, in 
particular the scherzo of the B flat minor Sonata. (Ex. 27). 
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Ex. 27 Porrino Sonata Drammatica Second movement Allegro 
Characteristics and Trends 
The Italian temperament does not lend itself readily 
to the bonds of the sonata-form. The sonatas with the exception 
of the experimental Dallapiccola Sonata Canonica are derivative, 
lacking in originality of either subject matter; harmony, or 
form. They are graciously written for the keyboard but without 
any particular distinction. 
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C: THE SPANISH PIANO SONATA 
Historical Background 
In the eighteenth cent ury there had thrived a school 
of Spanish composers who wrote distinguished sonatas in the 
manner of Scarlatti. The most famous of these men had been 
Padre Antonio Soler who wrote almost as brilliantly as Scarlatti 
himself. These early sonatas are couched in the one-movement, 
two-part sonata form and had no bearing Whatsoever on the 
twentieth-century sonata composers. After this flourishing 
period, the sonata became defunct as an art form in Spain and 
has remained in that state to the present. The few exceptions 
are not among the best of Spanish wrks. Albeniz, Granados, 
deFalla did not write in this form. Of those who did use the 
fom are Joaquin Turina (1882- ) who composed in 1910 his 
Sonata Romantique and in 1931 his Sonata Fantasia, and Emesto 
Halffter (1905- ) with his Sonata in D in 1934. These 
sonatas are highly nationalistic in character, utilizing 
Spanish rhythms and melodies throughout. In 1953, C. Halffter 
(1918- ) published a brief sonata in a more modern vein than 
those previously mentioned. 
Musical Form 
The Sonata Romantique of Turina consists of three 
movements: a series of variations, a scherzo and a rondo. His 
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Sonata Fantasia is comprised of a slow introduction, a sonata-
allegro, a set of variations (Coral con variaciones) which is 
interrupted by a return to the initial slow introduction, and 
a more brilliant closing variation. The E. Ha.lffter Sonata 
follows a simple structure of only one movement divided into 
three sections, the first and last of which are similar with a 
contrasting middle section. The C. Halffter .Sonata is also in 
one movement, a somewhat loose sonata-allegro. The exposition 
is in the key of A major and goes to the dominant at the point 
of the fi rst repetition. It then modulates to a form of A minor 
and proceeds again to the dominant for a second repetition• 
The development and recapitulation are likewise repeated. The 
entire sonata is built on one theme. 
Melodic Elements 
Melodically, the two Turina and E. Halffter sonatas 
are similar in that the triplets characteristic of Spanish 
melodies are present, as in Example 1 of the E. Halffter 
Sonata, or in Example 2 from Turina. The phrases are divided 
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Ex. 1 E. Halffter Sonata 1 
r ·~ 
First movement Allegro guisto ed 
energico 
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into two and four measure sections. The vigorous theme of the 
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Ex. 2 Turina Sonata Ramantique Third movement Allegro 
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E. Halffter Sonata is indicative of this regularity of con-
struction (Ex. 3) as is the theme af the Turina Which likewise 
falls into two-measure phrases (Ex. 4). The Sonata Fantasia 
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Ex. 3 E. Halffter Sonata 1 
Ex. 4 Turina Sonata Romantique 
• l l 1'. I I -
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First movement Allegro guisto 
ed energico 
First theme Tourjours le 
meme movement 
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of Turina uses a motive consisting of a dotted note and a six-
teenth as a unifying idea throughout. The opening lento 
(Ex. 5a) presents this motive which is later altered insofar as 
its last interval is concerned for the first theme of the sonata-
allegro (b). Later, the t.Qythm appears as the opening of the 
Ex. 5 Turina Sonata Fantasia All movements 
chorale-accompaniment. When the choral itself is unfolded, 
the rhythm has been augmented (c). Finally, it appears in the 
closing variation (e) in a more brilliant setting than heretofore. 
The C. Halffter Sonata eschews the triplet formations found in 
the aforementioned sonatas developing its melodic line by means 
of ever changing rhythms from a motive of thirds (Ex. 6). 
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Ex. 6 c. Halffter Sonata First movement Allegro 
The only material not appearing in thirds, or in fifths for 
eleven measures towards the end of the movement, is the little 
Q 
-.. 
7 
' -v 
motive of Example 7a which is then inverted as at "b" and serves 
as a closing theme. 
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Ex. 7 C. Halffter Sonata First movement Allegro 
Rhythmic Elements 
In the- two Turina Sonatas and the E. Halffter Sonata 
the rhythms are regular, falling on the accented beats. The 
ubiquitous Spanish triplets are the most disti nguishing 
characteristic. With c. Halffter, the rhythm is of a different 
-
'}' 
order as might be expected, his sonata dating from 1953. 
There are frequent metrical changes, seventy-seven in the 
course of seven printed pages of the sonata. These changes 
alternate among 3/8, 6/8, 9/8, 12/8, and 3/4. From Example 8, 
it is readily noted the vitality attained by these frequent 
metrical changes. 
Ex. 8 C. Halffter Sonata First .movement Allegro 
Harmonic Characteristics 
The harmonic basis of the Turina Sonatas and the 
E. Halffter Sonata is orthodox in simplest romantic traditions. 
The Sonata Fantasia of Turina commences with a series of 
parallel fifths in the bass which persist for eleven measures. 
(Ex. 9). Augmented fifths occur as in Example 10. 
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Ex. 9 Turina Sonata Fantasia First movement Lento 
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Ex. 10 Turina Sonata Fantasia First movement Allegretto 
molto moderato 
It is with C. Halffter that the dissonances occur. Bitonal 
relationships appear in such instances as the following (Ex. 11) 
in whi~h G flat and C sound simultaneously and in example. 12 
where E major and A flat occur together. These are not 
isolated instances, but, rather, typical of the writing of 
this sonata. 
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Ex. 11 C. Halffter Sonata 
First movement Allegro 
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Ex. 12 c. Halffter Sonata 
First movement Allegro 
Contrapunatal Devices 
The Turina Sonatas are developed harmonically with 
no imitative devices Whatsoever. The middle section of the 
E. Halffter Sonata, however, is composed of a three-voiced 
fugue (Ex. 13) answered in the classic interval or the firth. 
It does not observe classic rules of consonance, sharp 
dissonances resulting among the voices such as the bitonal 
passage in measure 7 where E natural and E flat appear as 
vell as F sharp and A flat, G sharp and D nat; measure 8 
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with E natural and E flat, A and G flat, F and E flat, etc. The 
entire fugal section is bitonal in the manner described. Likewise, 
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Ex. 13 E. Halffter Sonata 1 
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In tempo, ma 
poco piu lento 
in the first section appear such brief canonic, bitonal 
imitations as the following (Ex. 14). 
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Ex. 14 E. Halffter Sonata 1 First movement Allegro guisto 
ed eilergico 
The idiom of C. Halffter is that of linear counterpoint which 
is responsible for much of the bitonality that occurs. 
In the following Example (Ex. 15) the descending line of the 
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Ex. i5 C. Halffter Sonata First movement Allegro 
soprano and ascending line of the bass are logical despite 
momentary clashes between E flat and A major harmonies as in 
measures as quoted. 
Pianistic Styles and Devices 
Stylistically, the sonatas are grateful to the piano. 
The Sonata Romantique of Turina is dedicated "a la memoire 
3o6 
d'Isaac Albeniz". It merely suggests the style and brilliance 
of the great ttiberia" suite of .Albeniz, but nowhere approaches 
the mastery both pianistic and musical of that remarkable work. 
The E. Halffter Sonata is of marked originality, more so than 
those of Turina,but it, too, owes its debt to Albeniz. In 
the following example is a typical passage from E. Halffter 
which sounds well on the keyboard. The . grace notes and the 
unison passage between the hands placed two octaves apart are 
pianistically effective. (Ex. 16). There are certain 
... 
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Ex. 16 E. Halffter Sonata 1 First movement Allegro guisto 
ed energico 
romantic devices to be found in the Sonata Fantasia of Turina 
as a diminished seventh arpeggio cadenza, arpeggios, placed 
in the high register of the piano in the manner of Liszt 
(Ex. 17) and arpeggiated bass lines (Ex. 18). The c. Halffter 
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Ex. 17 Turina Sonata Fantasia Second movement .Andantino mosso 
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Ex. 18 Turina Sonata Fantasia Second movement Vivo 
Sonata is simple pianistically with no displa,y figurations or 
bravura passages. 
D 
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Characteristics and Trends 
It is obvious that the sonata is not a congenial 
form to present-day Spanish composers since so few write in 
this f orm. A more rhapsodic, elastfc form is better adapted 
to the Spanish temperament. Only C. Halffter writes with any 
originality, the remaining works offering no innovations of 
either form or harmony. Except for C. Halffter, these ~onatas 
empl oy the characteristic rhythms and melodic phrases 
associ ated with Spanish music. The works are competently 
wri tten for the keyboard but not brilliantly conceived. · The 
great works for the piano of this century are the-works from 
the suite Iberia of Albeniz, works that follow freely the 
rondo form but are definitely not sonatas. 
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CHAPTER V 
LATIN AMERICAN PIANO SONATAS 
The following Latin American Sonatas will be considered: 
' Ardevol, Jose Third Sonat a 
I 
Castro, Jose Maria First Sonat a 
Chavez, Carlos First Sonata 
Cordero, Roque Sonatina Ri t.mi ca 
Paz, Juan Carlos Tercera Sonatina, op . 25 
LATIN .AMERICAN SONATAS 
Historical Background 
As with the United States, the cultivation of 
serious music by native Latin American composers is a 
comparatively recent flowering. Prior to the turn of this 
century most of the music was imported from Europe. In 
the past half-century, however, a flourishing group of 
composers has arisen, even such a small country as Costa 
Rica supporting a half-dozen recognized composers of serious 
intent. The countries most prolific in regards to composers 
are Brazil, Argentina and Mexico with Argentina leading in 
those who have written sonatas. for piano. Among the most 
distinguished Argentine composers are the Castro brothers, 
Jos~ Maria ( 1892- ) , Juan Jos~ ( 1895- ) , and Washington 
(1909- ). Jose Maria Castro is responsible for a neo-
classic Sonata which dates from 1931. Juan Carlos Paz 
(1897- ) also belongs in this group of foremost Argentine 
composers and composed a Sonatina which, according to Mr. 
Nicholas Slonimsky* belongs to his second period of com-
position characterized by atonal melodies and polytonal 
hamony. 
*Music of Latin America, Nicholas Slonimsky, Thomas Y. Crowell 
New York, 194.S 
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Of the most famous Latin American composers, 
Heitor Villa-Lobos (1881- ) of Brazil and Carlos Chavez 
(1899- ) of Mexico, only Chavez is represented by a 
solo piano sonata. Villa-Lobos' output is enormous but 
his interests seem to turn to shorter compositions for 
the piano rather than the formal sonata. Olavez' Sonata 
which is dedicated to Aaron Copland dates from 1928. 
, 
Jose Ardevol (1911- ) was born in Barcelona but settled 
in Havana in 1930 where he has lived since that time, having 
written in 1946 his Third Sonata. Roque Cordero (1917- ) 
now director of the "Instituto Nacional de Musica" of Panama 
was trained in the United States stuqying composition with 
Ernst Krenek. He composed a Sonatina Ritmica in 1943. 
Musical Form 
The Sonata of Castro commences with a "Preludio" 
which is Baroque in conception. A continual sixteenth-
note figuration accompanies a simple theme (Ex. 1) which 
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Ex. 1 Castro Sonata 3 First movement Allegro moderato 
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progresses through various keys during the course of the 
movement. The form is similar to that of the ·concerto Grosso. 
Six variations on a simply harmonized theme serve as the second 
movement. These variations are ornamental elaborations of the 
original theme in the manner of a Mozart variation, not comments 
upon the theme as with late Beethoven and roaantic composers. 
The final movement is a two-voiced rondo on a simple diatonic 
theme (Ex. 2). 
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Ex. 2 castro Sonata 3 Third movement Allegro guisto 
The Paz Sonatina follows the usual three classic 
movements. There is a unity between the first and last 
movements brought about ~ characteristic leaps of the 
ninths in the melody (Ex. 3) which occur in both places. 
-T ft ( 
Ex. 3 Paz Sonatina 3 First and last movement themes 
The Sonatina Ritmica of Cordero also adheres to the traditional 
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three-movement form. There is little differentiation between 
first and second themes of the first movement as both are 
primarily rhythmical. The slow movement cons i sts of but two 
voices, one of which is a pedal point on middle G for twenty-four 
measures out of forty-one, the remaining measures being pedal 
points on neighboring notes, as A flat, etc. The final movement 
is a vigorous rondo. 
The Third Sonata of Ardevol beg ins with a sonata-
al legro with themes of marked contrast, the first being 
dissonant, arpeggiated figurations and the second solid blocks 
of toni c chords· in canon. A rapid two-voiced "Invenciones en 
rondo" serves as second movement. It commences canonically 
(at the octave) but abandons the canon almost il1U1lediately. 
There are, as expected, inversions, augmentations, and 
imitat ive developments of the original motives. The third 
movement is a series of variations on a stmple, diatonic melo~. 
A two-paged sonata-allegro opens the Chavez Sonata. 
All the necessar,y elements of the form are here although in 
briefest presentation. For example, the second theme is no 
more than a "C" which extends for three measures. (Ex. 4). 
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First movement Moderato 
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The second movement moves rapidly in rondo form, while the slow 
movement is a contrapuntal form with four voices progressing in 
varying imitative patterns with each. other. The final movement 
is, as with the second, in a loose rondo form. 
Melodic Development 
The only composer of this group to employ diatonic 
melodies throughout is Castro. The theme of the Arietta con 
variazioni is typical of this simplicity of construction. 
(Ex. 5). Here is nothing that in any way reflects native 
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Ex. 5 Castro Sonata Second movement Moderato 
folk-idioms but, rather, is a traditional European style 
that might have been written by any number of late-nineteenth 
century composers. 
All the remaining composers emplo.y much more daring 
and modem melodic lines. For example, Ardevol uses an 
arpeggiated figuration of no lyrical beauty (Ex. 6) which is 
developed exclusively in two-voiced highly-dissonant counterpoint. 
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Ex. 6 Ardevol Sonata 3 First movement Moderato 
With Cordero, the concern is primarily rhythmic. The first 
theme is nothing but a rhythmic figuration and the second is 
al so governed by the recurrence of a rhythmical pattern. (Ex. 7). 
Ex. 7 Cordero Sonatina Ri tmi ca First movement Presto con 
furia 
The theme of the last movement is similarly constructed. 
Both Cllavez and Paz write atonally. Paz' melodic 
lines are characterized by nervous leaps with emphas i s on 
intervals 
Ex. 8 Paz Sonatina 3 First movement Allegro moderato 
I 
-:!_. 
.. 
r 
l 
l 
IT'. 
.... 
() 
I 
~ 
dynamic changes as in the "style gallant". He even distinguishes 
the qynamic markings between the two voices, carefully alloting 
to each voice its own ~amic range. (Ex. 9). The motive "a" of 
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Ex.9 Paz Sonatina 3 Third movement Allegro moderato 
the example quoted serves as a recurring theme throughout the . 
finale. Similarly, a motive (Ex. 10) re-appears throughout 
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Ex. 10 Olavez Sonata Fourth movement craro y conciso 
the last movement of the Olavez Sonata which is then bandied about. 
in best linear contrapuntal tradition, inverted, the intervals 
changed. Like Paz, he uses wide intervals as, for example, 
in the Lentamente. Here the voices (four after all the 
entries), moving independently of each other, continue 
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with practically no pause in their melodic lines until the 
end of the movement. (Ex. 11). 
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Ex. 11 Chavez Sonata Third movement Lentamente 
The most sustained cantilena passage of all these 
sonatas is that of Cordero's adagietto which is one long, 
uninterrupted melodic line with no contrasting sections 
and only the simplest of accompaniment consisting of one 
note in the counter-voice (left-hand). (Ex. 12). 
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Ex. 12 Cordero Sonatina Ritmica Second movement Adagietto 
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Rhythmic Elements 
With all but castro, the rhythms are of extreme 
importance. Cordero even names his Sonatina "Ritmica". 
The entire first movement of this work is a toccata in which 
the hands alternate in a nervous, impulsive manner. (Ex. 13). 
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Ex. 13 Cordero Sonatina Ritmica 
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Presto con 
furia 
The last movement employs the rhythm of the polonaise but 
moves in a rapid tempo. (Ex. 14). The dance rhythms are 
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Ex. 14 Cordero Sonatina Ritmica Third movement Allegro 
deciso 
the important factor of this movement. The first movement 
of this Sonatina employs frequent metrical changes (6/16, 
9/16, 3/16, 3/8). Paz likewise alters his meters frequently 
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while Chavez introduces the most unusual compounding of meters 
in the last movement of the Sonata where there are numerous 
alterations among the meters of 3/4, 2/4, 4/4, and the rare 
2i;4 and 3'~/4. Example 15 illustrates why he employed 
L I 
Ex. 15 Clla.vez Sonata Fourth movement Claro y conciso 
this meter rather than the usua1 .5/8 or 7/8. The measure 
is accented in groups of three and one half quarter beats 
instead of a grouping of three-two-two or two-two-three as 
prevails (usually) in 7/8 meter. There is even the rare 
measure of 1/12 used in the following context: (Ex. 16). 
Ex. 16 Olavez Sonata Third movement Claro y conciso 
Paz writes involved lines employing triplets and quintolets 
often moving independently of each other in the two voices. 
(Ex. 17). 
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Ex. 17 Paz Sonatina 3 Second movement Andante sin expression 
Harmonic Characteristi cs 
The harmonic structure of t he Castro Sonata is simpl e 
and traditional. The measures of Example 18 will serve to illustrate 
~ ~1 0 , ~- r==ff; .' r -:r :!' l= ~ 
- - ..!.. .! 
" 
t I \ ( ., . • ~ ' ' . I 111!1 .... • 
_L 
'--
-'---" '-
~ 
-
..- \ 
-~ ~ 
------------.. - ,-------
----------
~
,...., I 1 I \ 
--::t::r:" ' ~ 
"" --
t1 ( / I\ I ~ • • • X \ .. _j_ • • • . 
• -• __!!_ • I 
" 
0 
"' ? ~ ~ r \ -
Ex. 18 Qlstro Sonata First movement Allegro moderato 
the harmonic character of this work. Ardevol uses diatonic 
harmonies in the theme and variations of his Sonata. The 
harmonization, however, for the remaining two movements is 
more . involved than this example would indicate. (Ex. 19). 
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Ex. 19 Ardevol sonata 3 Third movement Galmo 
pedal point "D" flat in this same SOnata. (Ex. 20). 
Ex. 20 Ardevol SOnata 3 First movement Moderato 
For the second theme which is canonic, bitonal harmonies 
result ~ the clashing of the simple triads with each 
other. (Ex. 21). 
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Ex. 21 Ardevol Sonata 3 First movement Moderato 
Since the horizontal motion of the lines is of prime 
importance in Olavez and Paz, bitonal effects are abundant. 
TYPical examples follow as in Examples 22 and 23. In both 
instances, the har.mo~ is doubtful. The melodic line of the 
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Ex. 22 Paz Sonatina 3 First movement Allegro moderato 
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Ex. 23 Paz Sonatina 3 First movement Allegro moderato 
upper voice characterized by the intervals of a fourth occurs 
frequently. From Ol.avez come the linear contrapuntal lines 
of Example 24 where the lower voice can scarcely be explained 
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Ex. 24 Olavez Sonata Fourth movement . Claro y conciso 
as being part of C major to which the upper voices obviously 
belong. 
Contrapuntal Devices 
The most scholarly movement is the Lentamente from 
the Olavez Sonata which is a four-voiced fugue. It is 
answered classically but no regard is made thereafter to 
adhere to the tenets of strict counterpoint among the voices, 
such a measure as Example 25 being typical of the freedom 
with which the parts are handled. The sUbject appears 
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Ex. 2.5 Olavez Sonata Third movement · Lentamente 
in inversion and the head of it in augmentation in the final 
exposition. The seventh variation of the third movement 
of the Ardevol Sonata is a Ricercar of four voices. Again, 
the counterpoint is not strict but is less dissonant than 
that employed by Cllavez in the example previously quoted • 
. (Ex. 26). Carefully worked out is the Invention of the 
second movement of this same Sonata. The motive "b" (Ex. 27) 
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Ex. 26 Ardevol Sonata 3 Third movement Calmo 
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Ex. 27 
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Ardevol Sonata 3 
I ..,. ., 
c. 
" 
Second movement Allegretto con 
mota 
is used extensively both in part and in inversion. Motive "a" 
also appears throughout the movement. 
Paz is motivated completely by imitative devices. 
The voices answer canonically (briefly), inversions appear, 
motives are used exhaustively with each other in va~ing 
guises. The slow movement commences with a ground motive 
(Ex. 28) which persists for five measures. 
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Ex. 28 
Paz Sonatina 3 
Second movement 
Andante sin 
expression 
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Pianistic Styles and Devices 
A surprising proportion of the Sonatas investigated 
utilize writing of but two voices. It is obvious that such 
writing turns its back completely on all roaantic traditions 
and concerns itself exclusively with the musical problems. 
There are no Chopinesque passages, no bravura octaves, no 
cadenzas. In short, the brilliant aspect of the keyboard 
is not stressed. The ~nly exception to this would be the 
gracious writing of the Castro Sonata. The variations of 
the second movement are written charmingly for the keyboard 
but are in no way a brilliant treatment of the keyboard. 
(Ex. 29) • 
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---Ex. 29 castro Sonata Second movement Moderato 
The Chavez Sonata is the most brilliant but in a percussive 
manner rather than a romantic vein. There are wide-spread 
parts (Ex. 30), and rapid leaps from one end of the keyboard 
to the other. 
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Ex. 30 
Otavez Sonata 
Second movement 
Un poco mosso 
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Ex. 31 Ola.vez Sonata Second movement Un poco mosso 
Characteristics and Trends 
In general, these sonatas do not reflect native 
folk- elements, but rely upon the international style of 
the European tradition. The rhythms of the last movement 
of the Chavez Sonata are probably t he closest approach to 
capturing the rhythms indi genous to Mexico but, certainly, 
a sonata which precedes this movement with an involved, 
dissonant fugue can scarcely be considered to reflect a 
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native culture. The composers are all trained in the European 
tradition and reflect this training in their sonatas. If the 
Castro Sonata, for example, were offered for identification 
without the inclusion of the composer's name, it would be 
virtually impossible to associate this with a composer from 
Argentina as there are no distinguishing or qualifying 
features about the sonata. It might ve~ well have been 
written by any number o£ talented composers of any European 
background. This is not to ' suppose that a work of art 
should necessarily reflect nationalism to insure its worth 
as a work of art as the opposite is probably true, but is 
merely to point out the dependency in the sonata form for 
piano of these composers for reliance upon well-established. 
traditions. 
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CHAPTER VI 
THE ENGLISH PIANO SONATA 
The following English Piano Sonatas will be considered: 
Bax Sonata No. 1 
Sonata No. 2 
Sonata No. 3 
Collingwood Sonata No. 1 
Dale . Sonata No. 1 
Ferguson Sonata No. 1 
Ireland Sonata No. 1 
Sonatina No. 1 
Jarvis-Read Sonata No. 1 
Lambert Sonata No. 1 
Sorabj i Sonata No. 1 
Sonata No. 2 
Sonata No. 3 
Tippett Sonata No. 1 
TilE ENGLISH PIANO SONATA 
Historical Background 
(a) The Nineteenth Century Predecessors. 
Creative music in England during the nineteenth 
century was of an inferior quality. Poets, essa;yists, novel-
ists of distinction were able to appeal to a discriminating 
and receptive public, but no such audience existed for the 
creative musician. The musical life was at best academic 
with such men as Par~, stanford, Stainer acting as musical 
arbiters in the last decades of the c~ntu~. 
Little was written in the piano sonata form, 
although there are examples. Typical and most outstanding 
was the work of William Sterndale Bennett (1816-1875) who · 
had come early under the influence of Mendelssohn and remained 
so throughout his life. He held an important post as Director 
of the ROyal Acad~ and composed in a correspondingly academic 
manner. His final work, Opus 46, a piano sonata, subtitled 
"The Maid of Orleans" serves as a criterion of his and of 
English taste at that time. It consists of a series of four 
pieces, each of which might have come from Mendelssohn's 
"Songs Without Words". The subtitles furnish a clue to the 
quality of the music. The first movement, "In the Fields", 
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quotes from Schiller's play the verse: "In innocence I lead 
my lamb A-down the mountain's silent step." The music is 
appropriately bucolic, ignoring complete~ the influence of 
Chopin, Schumann, or Liszt, relying instead upon the idiom 
of 1825. The adagio, subtitled "In Prison" is a triumph of 
the commonplace, both melody and harmony being completely 
colorless. 
An' imitative sonata by G. E. Griffin is, like the 
Bennett sonata, indicative of the prevailing mediocrity. 
It seems incredible that the influence of the later Beethoven 
and the Romanticists could be so completely ignored. Men-
delssohn's hand is eve~here apparent in this sonata as 
it was in most of the music in England throughout the century. 
Gradually, however, a more discriminating public arose and 
a group of younger composers had a chance to be heard. 
Elgar, Vaughn Williams, Bantock, Holst added a new life to 
the musical picture. 
(b) The TWentieth Centur,y Sonata Cbmposers 
With the advent of the twentieth century and the 
gradual rebirth in England of a creative musical life, atten-
tion was given to the composing of piano sonatas. While 
there has been more interest in this form than heretofore, 
the output is still comparatively small. Of the composers 
who wrote piano sonatas but were not of front rank was H. V. 
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Jarvis-Read, bom in 1883, and . long a professor of music at 
the ~1 Acad~ of Music. Belonging to the same generation 
is Benjamin Dale (1885-1943) who is responsible for one 
sonata composed in 1905. Arnold Bax (1883-1953) has composed 
three sonatas, the first in F sharp minor written during 
a brief visit to Russia dating from 1910 with a revision in 
1919, the second in G minor camposed in 1923, and the third in 
G sharp minor in 1929. Lawrence Collingwood (1897- ) wh~ 
has had a successful career as an operatic conductor composed 
his first sonata in 1911 and revised it in Petrograd in 1913. 
A second sonata composed in the same year was published in 
Petrograd and two more were written in Russia but lost when 
the composer escaped after the Revolution. An oriental 
mysticism pervades the three sonatas of the Indian Kaikhosru 
Sorabji (1895- ) who has lived in England all of his life. 
Sorabji is self-taught and feels that music should be only for 
the initiated elect. No dilettante finds favor in his musical 
world. John Ireland (1879- ) has composed a sonata in 1920 
and a sonatina in 1928. .Among the younger composers who have 
written in the sonata form appear the names of the late 
Constant Lambert (1905-1951), Howard Ferguson ( 1908- ) , and 
Michael Tippett (1905- ). Each is responsible for one sonata, 
the Lambert dating from 1930, the Ferguson from 1938-1940, and 
Tippett's from 1942. 
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Musical Form 
The older sonatas are traditional in their formal 
construction. The Jarvis-Read Sonata is divided into three 
movements, a sonata-allegro, the best of the three, a waltz-
like middle movement and a final movement free in form. The 
Sonata of Dale is of monumental length running to sixty-three 
pages. After an opening movement in tradi tiona! form, the 
final three movements are continuous. The slow movement is 
a series of variations of which the fifth, sixth, and seventh 
are rapid, thus constituting a scherzo. The finale grows out 
of the last variation. In Ireland's Sonata the expected 
classic form prevails. The Sonata of Lambert's is divided 
into three movements, the first loosely falling in the class 
of the sonata-allegro. The second theme is extremely vague 
and almost indistinguishable from the opening theme. A 
Nocturne which is titled "Blues" with a contrasting rapid 
middle section serves as the slow movement, while a rondo 
completes the sonata. The Sonata of Ferguson, dedicated 
to Harold Samuel with whom Ferguson had studied piano, is 
of traditional form. An introductory lento, highly dramatic, 
precedes the sonata-allegro. After the slow movement and rondo, 
the sonata ends with the same lento passage with which it had 
opened. The first movement of the Tippett Sonata is unusual 
in that it consists of six sections, each complete in itself. 
The first two and final sections are variants on the original 
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theme. The intervening sections are of different character, 
the third built on ascending scales, the fourth on a continual 
dotted rhythm in the two voices and the fifth, a toccata, 
constructed in unusual rhythms. 
The three Sonatas of Sorabj i are sonatas in name only, 
being rhapsodic outpourings that defy classification as to form. 
They are oriental in conception, consisting of ornamental 
trappings over nebulous melodies. There are no contrasting 
themes, much less movements of repose, but rather a continual 
flow of sound. 
In the remaining works, however, there exists a 
greater deviation from the norm as, for example, in the 
Sonatas of Bax the first two of which are composed in one 
continual movement with, however, marked contrasts of mood 
in the varying sections. The analogy between the form of 
these works and the Sonata of Liszt is obvious. The second 
Sonata commences with a long pedal-point on E flat, rising 
from the depths of the piano in a pianissimo to the upper 
registers at fortissimo. The mood is suggestive of the 
opening of 11Das Rleingold11 • This idea persists for six and 
one half pages before the main theme marked "brazen and 
glittering" enters. A second theme of folk-song simplicity 
is followed by a chromatic slow theme which is interrupted 
by a rapid theme in dotted rhythms. The somber opening 
theme reappears and the first and second main themes return. 
33.5 
The form in each of the first two sonatas is free. There is no 
regular recurrence of first and second themes in the traditional 
dominant-tonic relationship, but rather a loose construction, 
which is not to say that the works are without form. They are 
somewhat analogous to the Ballades and Scherzi of Olopin which 
are certainly far from formless, following a logic of their own. 
From the foregoing, it is apparent that the composers 
generally adhered to the accepted musical form of the sonata. 
Sorabj i may be discotmted as being an oriental mystic and not 
really belonging to the mainstream of British composers. Bax, 
while not adopting classic form, followed the form of the 
sonata developed by Liszt and so is an orthodox Romantic. 
Tippett with his variations instead of the usual sonata-
allegro for first movement·is merely following a procedure 
congenial to Mozart. No original ideas of form appear in 
these sonatas. 
Melodic Development 
Among almost all of the composers, there is a strong 
feeling for melody in the traditional sense of the word. 
Rarely, however, are these melodies as banal as that of the 
Jatvis-Read Sonata (E.x. 1). In the slow movements where the 
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Ex. 1 Jarvis-Read Sonata 1 Second movement Poco allegro, 
a1la danza ma non sentimento 
me1oqy predominates, invariably this melody will be tonal, 
moving in a pattern of reguiar four- and eight-measure phrases. 
Typical of this treatment is Example 2 from Bax. Here the 
Ex. 2 Bax Sonata 1 First movement Not ver,y fast and 
ve~ decisive in rhythm 
second measure echoes the first with a slight ornamentation of 
the second beat; the third rises in regular rhythmic and step-
wise progression, descending in the next measure with a slight 
rhythmic addition (triplet) . The fifth, sixth and seventh 
measures are sequential imitations a fourth above the opening 
measures. Nothing could be more orthodox than this melody which 
"" 
[ 
I 
so strongly suggests a Chopin Nocturne, which the piano treatment 
(not quoted here) substantiates. The same regularity appears in 
the adagio of Ferguson (Ex. 3). 
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Ex. 3 Ferguson Sonata 1 Second movement Poco adagio 
Tonic-dominant harmonies control the theme of the 
rondo of the Dale Sonata (Ex. 4) imparting a simple, well-
..... 
Ex. 4 Dale Sonata 1 Third movement Molto allegro 
ordered four-squareness to this theme. But in the JtUch later 
rondo of Tippett (Ex. 5) there is a similar simple harmonic 
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Ex. 5 Tippett Sonata 1 Fourth movement :Ebndo 
background to the straightforward theme. Both these examples 
are typical of the simply constructed themes used by the 
composers, always excluding Sorabji. 
Certain individual characteristics of melodic line 
may be noted. For example, Ferguson employs for his first 
theme of his sonata-allegro a Scriabinesque subject (Ex. 6) 
\t 5 z f2 .~ \J 
Ex. 6 Ferguson Sonata 1 First movement Allegro inquieto 
which leaps upward first by a sixth and a measure later by an 
octave, in each instance through a sixteenth a semitone higher 
than the lower note of the interval. The doubly dotted note 
followed by this sixteenth enforces the Scriabin influence. 
With the exception of Sorabji in whose works there is a frenz,y 
similar to that of Scriabin, this is the only instance of an 
obvious Scriabin influence. 
• 
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The effect of jazz is apparent in the Lambert Sonata. 
The second theme (Ex. 7) of the first movement called "Blues" 
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Ex. 7 Lambert Sonata 1 Second movement Lento e lugubre 
relying on ~copation for its effects as well as characteristic 
gliding from· the F to F sharp of the first measure quoted is 
typical of his melodic construction, which can be seen to be 
that of regular balanced four-measure phrases. 
Instances in which motives serve as the basis for 
thematic development appear i n the Jarvis-Read Sonata and in 
the Ireland Sonatina. In the Jarvis-Read Sonata, the subject 
is only three and a half beats in duration (Ex. 8). Entering 
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Ex. 8 Jarvis-Read Sonata 1 
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First movement Allegro moderato, 
intrepido 
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on the last half of the second beat, it has an arresting quality 
which .makes it readily recognizable wherever it recurs. The 
Ireland Sonatina utilizes the characteristic figuration of the 
descending triplet passage (Ex. 9) to unify the first movement. 
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Ex. 9 Ireland Sonatina 1 First movement Moderato 
The sonatina commences with this pattern which recurs repeatedly. 
The second theme is bound to the first ~ t he r eappearance of 
this same triplet passage as well as by the characteristic rhythm 
of an eight h followed by two sixteent hs . (Ex.lO). 
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Ex. 10 Ireland Sonatina 1 First movement Moderato 
The Baroque style has had little effect on these 
sonatas. _ A solitary instance is that of the opening and 
closing sections of the Ferguson Sonata. A dignified, 
_. 
austere Lento is built upon a falling semitone (Ex. 11). 
Ex. 11 Ferguson Sonata 1 First movement Lento 
Later the theme appears in the bass in double cotmterpoint 
{Ex. 12). Just as this Lento appeared in double cotmterpoint 
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Ex. 12 
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so the main theme of the last movement, a highly dramatic, 
boldly rising theme (Ex. 13) later recurs in inversion {Ex. 14). 
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E.x. 13 Ferguson Sonata 1 Third movement Allegro non troppo 
Ex. 14 Ferguson Sonata 1 Third movement Allegro non troppo 
Through many of these sonatas runs a strong feeling 
of kinship to the folk song. This strain is particularly 
evident in the works of Bax and Ireland. The undulating 
ground-motive (Ex. 15) supporting the simple diatonic meloqy 
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Ex. 15 Bax Sonata. 2 First movement Allegro moderato 
in the Bax Sonata suggests a folk-song influence, a feeling 
which appears repeatedly in the Bax works. Even more noticeable 
is the sense of simplicity despite complexity of pianistic 
devices in the works of I reland. I n Example 16, notwithstanding 
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Ex. 16 Ireland Sonata 1 First movement Allegro moderato 
such sophi stication as the introduction of the new phra$e on the 
second half of the second beat of the second measure as well as 
the sixth and fourteenth, there is a simple effect. The 
repetition five times of the closing motive is likewise 
characteristic of folk meloqy. In the following example 
(No. 17} also from Ireland, the downward leap of the minor third 
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Ex. 17 Ireland Sonata 1 Third movement Con moderato 
and its return occurring in both first and second measures and 
later in sequence a seventh higher in the fifth and sixth 
measures unifies the theme and again imparts to it the 
naturalness of afolk song. 
Rhythmic Elements 
In general, the rhythms empl~ed i n the sonat as 
are orthodox, more times than not tending toward conservatism. 
A sturdiness and regularity of rhythm as exemplified in the 
Sonata of Bax (Ex. 18) i s typical of this solidity and 
stability. This theme moves forward with accents f al l ing 
on the st rong beats except in the last half of the second 
and fourth measures where the third beat enters on the l ast 
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Ex. 18 Bax Sonata 2 First movement Not too fast and ve~ 
dec isive in rhythm 
half of the beat. The sense of symmetry i s s t r ong throughout 
this movement reinforced Qy this rhythmic stability. Likewi se, 
in the first theme of the Second Sonata of Bax (Ex. 19} the 
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Ex. 19 Bax Sonata 2 First movement Moderat o Eroico 
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rhythms are logically divided so that the theme moves with a 
natural, seemingly inevitable forward push. Every accent falls 
upon a strong beat with the exception of the third measure in 
Which the accent falls on the second half of the first beat. 
This is enough alteration to forestall the monotony of complete 
regularity of rhythm. 
There are maqy pages of conformity to measured rhythmical 
patterns, especially in the earlier works. In the example (No. 20) 
from the Jarvis-Read Sonata the motion is completely regular and 
Ex. 20 Jarvis-Read Sonata 1 Third movement Con molto ferza 
ed entus i asmo 
is typical of the entire sonata. Again, such a repetition of 
a particular rhythmical pattern (dotted eighth-sixteenth-eighth) 
as in the Bax Second Sonata (Ex. 21) occurs frequently in many 
of these works. 
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The glaring exception to this conformity is the 
Sonata of Lambert which is built on syncopations. The second 
theme of the first movement (Ex. 22 ) with its displaced third 
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Ex. 22 - Lambert Sonata 1 First movement Allegro molto marcato 
beats in both first and third measures is an example of the 
introduction of s.yncopation into a serious work of art. 
Again, from the Finale appears a passage (Ex. 23) which has 
been constructed in its entirety from varying syncopations 
349 
,..... 
~ .. .. ~ I f . .. ... I .. . ' I II • ~" r ' I I I .. I •' • I c I _ .. I"' , .... , 11 , w I I T -· :t t~ _-r- ........ h-i- r--
_, , I 
" 
_, I 1 ... 
L_l ... ... 
' 
l ..,. 
-
n ..., -. ., :-.- ~ p ..... 
• r r , 
' 
I I I 
, '· -• "" 
Tl "T 
" .D a I ..... I 
., 
~ ..... &J~ 
.. 
/l 
.. 
--
..... • ....... 
't I I I ....... 
' 
I &. f r I , t I 1 
r I • ' r 
" 
• I'. I I r 
' ' 
. 
/ &.l . , • ·~ I T.J T T 
~ 
, 
.J f ' ~ l 1=- ,!. ~ • ~:: ?u•l: ~~ ~ r\ 
•• 
I' I ..,. I . I ... 
" 
.... 
' I 1 
,_ 
"1 I 
'" 
,~ 
--.: --;;o ~ 
.. ... 
-
I , , T T .... 
... .  'I 
• 
Ex. 23 Lambert Sonata 1 Third movement Lugubre 
with a certa in amount of variety from the ~copated regularity 
by the insertion of a measure of 4/4 rhythm in the 7/8 reythm. 
The t heme for the variations of Tippet t ' s Sonata 
also is built upon a ~copated rhythm (Ex. 24). What 
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Ex. 24 Tippett Sonat a 1 First movement Allegro vigoroso 
interest there is attendant to this theme would center upon 
this ~copation as both harmony and melody are undistinguished. 
This was undoubtedly calculated by the composer as the varia-
tions proceed to alter this melody in unusual rhythmic com-
binations. They are: 
Allegro 5/4 
L'istesso tempo 3/4 plus 5/8 
Allegro vigoroso 3/2 
Meno mosso, poco maestoso 4/4 
Molto allegro, scherzando 3/2 plus 3/4 
Allegro moderato 4•4+5 + 2 
16 4 
Tempo del cominincio 5/4 
In the first variation the rhythm 3/4 plus 5/8 
is worked out according to the following pattern (Ex. 25): 
Ex. 25 Tippett Sonata 1 First movement L'istesso tempo 
It is exactly as he notates: a unit of three-quarter beats 
are phrased together followed by a unit of two and a half 
quarters. With the first half of each measure containing 
a syncopation in the upper voice, a novel. motion results. 
The fourth variation consists entire~ of two voiced counter-
point (Ex. 26) in the unyielding r~hm of a dotted eighth 
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Ex. 26 Tippett Sonata 1 First movement Molto allegro 
followed by a sixteenth with, however, nine tmits of beat 
contained in each measure. Since this is divided into a 
group of six quarters, eve~ other one of which should 
receive a slight accent and a group of three in Which 
only the first receives this pulsation, again the rhythmic 
result is one of tmStability, moving with a nervous energy. 
It is in the Sonatas of Sorabji that the rQythms 
are the most flexible. In his First Sonata, during the 
course of twenty measures, are contained the following time 
changes: 7/8, 4/4, 6/4, 4/4, 13/8, 5/4, 4/4, 9/8, 7/4 and 
3/4, or an average of no more than two measures in a1\Y given 
rnythm. The precedent for this is Stravins~. However, 
Sorabji does not devise a strong rhythmical accent (Ex. 27) . 
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First movement 
but rather follows the amorphous rhythms of Scriabin which 
here often degenerate into meanderings without any apparent 
rhytlmica1 cohesion. In his Second Sonata written in 1923 
shortly after the First, there is no time signature, and in 
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the Third of 1925 there are no bar lines, only occasional 
dotted lines which do not necessarily extend through the staves. 
The majority of the composers are content to follow 
established rhythmic patterns. The brilliant experiments 
with rhythm inaugurated by Stravinsky find little ~athy 
in the sonata as developed in England. 
Harmonic Characteristics 
In the sonatas prior to the 1920's, the harmonies 
are orthodox almost to the degree of banality. Long stretches 
of the Dale and Jarvis~Read Sonatas employ harmonies no 
more complicated than that of Mendelssohn. The simple tonic 
harmony with the mild dissonance of the passing B natural 
of the third measure (Ex. 1) of the Jarvis-Read Sonata is 
typical of the lack of harmonic daring of these composers. 
Not only earlier composers, but those after 1920 revert to 
equally simple harmonic structure, especially in the slow 
movements. The harmonically simple progression of I, IV, 
I, VI, V from the Bax Third Sonata (Ex. 28) illustrates this 
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Ex. 28 Bax Sonata 3 Second movement Lento moderato 
clarity. Equally orthodox is the example (No. 29) fl'OJI the 
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E.x. 29 Ireland Sonata 1 Third movement Oon moto moderato 
Ireland Sonata which introduces a chord on the lowered third 
degree along with a misspelled chord on the sixth to add 
color to an otherwise tonic-domi nant progression. 
There are occasional examples of parallel fifths, 
seVenths, ninths used in the manner popularized qy Debus~ 
as in Example 30. Bax uses these parallel ninths spari ngly, 
,• ... , • 
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Ex. 30 Bax Sonata 1 First movement Non troppo lento 
this being the exception rather than the rule. sevenths 
in parallel motion that make no pretense of remaining in 
the key are illustrated in Example 31 where sevenths on 
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Ex. 31 
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B, B flat, B, G, E and B follow each other. A further example 
(No. 32) from Bax exhibits a use of parallel fifths descending 
stepwise from G to C introducing the chord on E flat as a 
chromatic insertion in an otherwise diatonic progression. 
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Ex. 32 Bax Sonata 3 First movement Allegro moderato 
There are, however, even in the earlier works 
examples of more complicated harmonies. Such measures as 
Example 33 illustrate a use of ninth chords in the Jarvis-Read 
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Ex. 33 Jarvis-Read Sonata 1 First movement Pi~ lento 
Sonata where they are carefully well spaced so as to insure 
a richness of sound. In a later work as Example 34 of the 
Ferguson Sonata the ninth and the root are struCk together 
presenting an esthetically different use of the ninth chord. 
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In the first example, tonal richness was sought, where, in the 
later illustration, a striden~ is the result. 
The l ater works freely use chords of elevenths and 
thirteenths. A typical example appears in the Sonata of 
Lambert (Ex. 35) where the following progress ion appears: 
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Ex. 35 Lambert Sonata 1 Second movement Lento e lugubre 
1-B flat seventh, 2- B flat eleventh, 3-C thirteenth, 4-E flat 
eleventh, 5-C eleventh, 6-E flat eleventh, 7-F thirteenth. 
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Example 36 typifies Lambert's predilection to j ump 
Ex. 36 
Lambert Sonata 1 
First movement 
Allegro molto marcato 
from one chord to that of a foreign k~, much in the charac-
teristi c manner of Prokofieff. An F sharp chord progresses 
to a D chord to an F sharp chord to a D flat chord. Note 
that in the F sharp chord both minor and major thirds appear. 
The following example (No. 37) from Bax employs 
a melodic line, tortuous in its progress as it hovers 
around G, seemingly unable to leave that tone, and a series 
of widespread chords to support this melody which strongly 
suggests the chromaticism of Franck as found, in particular 
Ex. 37 Bax Sonata 2 First movement Allegro moderato 
in the Prelude, Chorale, and Fugue. There are ninths with 
raised fifths, (1) thirteenths, (2) thirteenths, (3) elevenths, 
all used to create a rich harmonic background. 
Bitonality occasionally appears in the works of the · 
later composers. The harmonies of Sorabji are difficult to 
identify by usual methods and would best fall under the 
catego~ of chords in different k~s. In both of the follow-
ing examples from Sorabji (Exs. 38 and 39), the simplest 
explanation would be to consider the chords of each clef 
as progressing rapidly through various keys but not at the 
same time. For example, in the right hand an F sharp chord 
359 
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First movement 
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Ex. 39 
Sorabj i Sonata 2 
First movemen.t 
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moves to an E flat chord with raised and lowered third, to 
a G major chord; to an A major with again major and minor 
third, etc., simultaneously with the progression of a seventh 
chord on A to a ninth on E flat to a C triad, etc. Similar 
reasoning would pit the descending octaves and fifths of 
Example 39 against a B flat seventh; C, G, E flat, C, A flat 
chord. These progressions, of course, could all be con-
sidered thirteenth chords, sometimes with misspelled notes. 
\ 
I 
Sorabji be ing self-taught affords a particularly difficult 
problem to analyze as he devises accumulations of sounds 
t hat do not readily fall into recognizable catagories. More 
readily understood is the sequence of chords of Example ' 40 
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Ex. 40 
Lambert Sonata 1 
- \ . .,., 
' 
First movement 
" 
.. ~ fl ... 
.... . ... ~ •I •• •• ~-... ~ Ct ;-' . __ .. Allegro molto marcato 
from Lambert where a B chord sounds with a B flat minor chord; 
a diminished B flat chord with an augmented A flat chord; 
an augmented A flat chord with a misspelled B chord; an aug-
mented B flat chord with a misspelled A chord. This is more 
truly bitonality than is encountered in the Sorabji. 
In the example from Ferguson (No. 41) the feeling 
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Ex. 41 Ferguson Sonata 1 First movement Allegro inquieto 
. -
is not of bitonality but rather of tonic and dominant sounding 
at once which a modern ear can probably easily accept. There 
is precedent for such a procedure as far back as the 
"mi-re-do" (I, V, I) measures in the coda of the Sonata, opus 81a, 
of Beethoven wherein the tonic and dominant sound simultaneously. 
Here the dominant of the bass sounds against the tonic, reversing 
this relationship in the next measure. In the third measure a 
G seventh lies under a C tonic proceeding to a C chord under a 
B chord. Like the Beethoven example, this is readily assimilated 
by a modern auditor, offering no problem of understanding. 
Of atonal passages (always with the exception of 
Sorabji) there are no real instances. No composer has used 
this technique as the basis for composing a sonata nor even 
for brief passages. The closest approach to atonality is 
the opening of the slow movement of the Ireland Sonatina 
(Ex. 42) but this is not real atonality, only a suggestion. 
The feeling for A flat major is comparatively strong for 
the first four measures proceeding in the fifth measure to 
a chord on A, a not particularly unusual progression. 
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Ex. 42 Ireland Sonatina 1 Second movement Quasi l ento 
Contrapuntal Devi ces 
No fugue appears i n these sonat as, nor even a fugato. 
There are bri ef canonic passages , however, to be f ound in 
works from the whole period. The Jarvis-Read Sonat a sparingly 
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util i zes the canonic device (Ex. 43) in thi s instance at 
t he octave. The canon is limited but does recur several 
Ex. 43 Jarvis-Read Sonata 1 First movement Allegro moderato, 
intrepido 
t imes on different scal e degrees dur ing the course of this 
development. Sorabj i occasi onally employs canons as in t he 
imitations of Exampl e 44. 
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The sonatas in general are harmonic throughout 
Ex. 44 
Sorabj i Sonata 3 
First movement 
J ' 
Mod ere 
wi t h t he intellectual ism of contrapuntal devices kept well 
in the background. 
) 
Pianistic styles and Devices 
As is to be expected in the sonatas written before 
the 1920's, the romantic influence of Olopin, Schumann, and 
Liszt are apparent. Chopinesque arabesques (Ex. 45) are 
Ex. 45 Dale Sonata 1 First movement Molto allegro deciso 
typical of the Dale Sonata. In this same work are intimations 
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of the Schumann of the Etudes Symphoniques as in Examples 46 and 47. 
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Ex. 46 Dale Sonata 1 Second movement Variation 2 Molto adagio 
In Example 46, the piano sings melodically above a supporting 
accompaniment so designed as to unimpede the flow of the melody. 
The dotted rhythm of Example 47 is typical of innumerable pages 
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Ex. 47 Dale Sonata 1 Second movement Vari ation 3 Allegrett o 
con grazia 
of Schumann• Again, t he fi nale of t hi s Dale Sonata, like t he 
final e of the Etudes §Ymphoni gues , is const ructed on a brilliant, 
harmonically simple mel ody (Ex. 48) whi ch, however, i s .far .from 
having the di stinction o.f the Schumann theme. 
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Ex. 48 Dale Sonat a 1 Third movement Motto allegro 
Liszt •s influence is even more apparent. For example , 
in t he Bax Sonat as are vi rtuoso devices 5uch as Example 49, 
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Ex. 49 Ba.x Sonata 1 First movement Broad and trimphant 
interlocking chords which appear on many pages. Scale passages 
which are purely ornamental (Ex. 50) above a melody are 
illustrated in the following: 
Ex. 50 
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Bax Sonata 2 
First movement 
Tempo 1 
Brilliant sweeping passages in the bass (Ex. 51) suggest similar 
Ex. 51 Bax Sonata 2 First movement Lento e tenebroso 
~ 
I 
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devices in Liszt, although Liszt ordinar ily utilizes an arpeggiated 
pattern while this of Bax is ~ore involved, consisting of stepwise 
as well as arpeggiated motion. Octave bravura passages occur in 
Bax and in great profusion in Sorabji who sometimes composes more 
than a printed page of octaves. These octave passages invariably 
occur at the interval of the octave between the two hands , no one 
writing as did Bartok in 1926 octaves separated in the hands at 
intervals of sevenths or ninths . Tippett writes long passages 
of unisons . (Ex. 52) . 
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Ex. 52 Tippett Sonata 1 Fourth movement Rondo giocoso con moto 
Rbvel 's brilliant pianistic style finds expression in 
the first movement, fifth variant (Ex. 53) of the Tippett 
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Ex. 53 Tippett Sonata 1 First movement Allegro moderato 
Sonata where the two hands alternate rapidly in an interlocking 
manner which strongly suggests the Toccata of Ravel. This 
manner of writing is the exception rather than the rule . 
Only in the Sonata of Lambert are devices reminis-
cent of Gershwin to be found. Such a passage, however, as 
Example 54 stems directly from the style of the Rhapsody in Blue. 
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Ex. 54 Lambert Sonata 1 First movement Allegro molto marcato 
with its crossing of,.hands and syncopation. This sonata with its 
insistence on jazz rhythms and formulae is the only instance 
where such a style appears. 
In general, the sonatas tend toward the brilliant. 
No composer was interested in a neo-classic idiom as in the 
Sonatine of Ravel or Auric where only the essential, barest 
outlines, albeit in splendid order, are present. The sonatas 
of Ireland, Bax, and Sorabji in particular, are pianistically 
technically involved and difficult of execution, borrowing 
freely from the involved pianistic idioms of Liszt and Ravel. 
Such a simple page as Example 1 of Jarvis-Rea:d is rarely 
encountered; rather such complications as those of Sorabji 
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are more familiar. 
Characteristics and Trends 
These sonatas have followed well-established idioms, 
harmonically, melodically, and rhythmically. There are no 
innovations that have had the effect of establishing any 
noticeable sphere of influence. Harmonically, the works after 
1920 have kept pace with the widening use of dissonance as 
it was being practiced on the continent. There are expected 
elevenths and thirteenths, usually remaining in a fixed 
tonality. Atonalism has had practically no effect in the 
sonata writing. The effects of impressionism are minor, 
sequences of fifths, sevenths, appearing comparatively 
infrequently. Tone-painting has not interested the British 
composers as a device to be applied to sonata construction. 
Delius, the best impressionist in England, did not create a 
piano sonata. 
Likewise, melodically and rhythmically, the sonatas 
e,mib.it a conservative development. Simply constructed 
diatonic melodies that fall into regular sections of the usual 
two-four-eight measure relationship are predominant. Syncopated 
rhythms with the exception of the Lambert Sonata are rare. 
While many of the sonatas (Bax, Ireland) are difficult 
to perform, they are obviously not the works of virtuosi as many 
. of the passages are awkward pianistically. The Sorabji Sonatas 
are of such extreme complexity that only by the utmost of 
concentration and of facility can they be performed. He demands 
of his performers prodigious agility. 
It is significant that some of the greatest names in 
British musical circles of this century have not written in this 
form. Ralph Vaughn Williams has not written a sonata. Neither 
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of the passages are awkward pianistically. the Sorabji Sonatas 
are of such extreme complexity that only by the utmost of 
concentration and of facility can they be performed. He demands 
of his performers prodigious agility. 
It is significant that some of the greatest names in 
British musical circles of this century have not written in this 
form. Ralph Vaughn Williams has not written a sonata. Neither 
did Elgar, Bantock, or Holst, nor has William Walton, Benjamin 
Britten among the younger composers. The British temperament 
finds better outlet for musical expression in the opera. 
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<liAPTER VII 
TiiE AMERICAN PIANO SONATA 
The following .American Piano Sonatas will be considered: 
Antheil 
Barber 
Barth 
Becker 
Bowles 
Campbell-Tipton 
Carter 
Converse 
Copland 
Dello Joio 
De Menasce 
Diamond 
Engel 
Finney 
Freed 
Fu1eihan 
Griffes 
Griffis 
Harris 
Harrison 
Airplane Sonata 
Sonata No. 1 
Sonata No. 2 
Soundpiece No. 5 
Sonatina No. 1 
Sonata Heroic No. 
Sonata No. 1 
Sonata No. 1 
Sonata No. 1 
Sonata No. 2 
Sonata No. 1 
Sonatina No. 1 
Sonata No. 1 
Sonata No. 3 
Sonata No. 4 
Sonata No. 1 .... 
Sonata No. 1 
Sonata No. 1 
Sonata No. 1 
Sonata No. 1 
Six Sonatas 
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Helfer · Sonata No. 1 
Hovhaness Sonata No. 1 
Ives Concord Sonata 
Three Page Sonata 
Josten Sonata No. 1 
Kubik Sonatina No. 1 
Maganini Sonata Sylvain 
MacDowell Sonata Norse, No. 3 
Sonata Keltic,No. 4 
MacFadyen Sonata No. 1 
Ornstein Sonata No. 4 
Persichetti Sonata No. 3 
Powell Sonata Noble, No. 1 
Sessions Sonata No. 1 
Shapero Three Sonatas 
Shepherd Sonata No. 1 
Sonata No. 2 
Spelman Sonata No. 1 
Steinert Sonata No. 1 
Stoekhoff Sonata No. 1 
Thomson Three Sonatas 
Turner Sonata No. 1 
THE AMERICAN PIANO SONATA 
Historical Background 
Creative artists in music were slow to develop in 
America. As early as 1798, <llarles Brockden Brown was writing 
a novel, Wieland, of litera~ stature and pretensions. William 
Dunlap composed tragedies in verse in 1800 as did James Melson 
Baker from 1807 to 1824. Emerson, Melville, Hawthorne, Thoreau, 
Poe, and later Howells and James have assumed their positions in 
world literature. In the realm of painting, there had been a 
John Copley, a Benjamin West, a Gilbert Stuart to practice their 
art almost a hundred years before aey serious music was produced. 
The sonata form had not interested American composers 
. prior to the beginning of the twentieth centur,y. Such composers 
as appeared were sati.sfied to write music of the salon type and 
of no musical significance. The most illustrious American 
musician to emerge in the nineteenth century was Louis Moreau 
Gottschalk who enjoyed a wide popularity in Europe and in the 
United States. He composed a number of piano works, all 
extravagantly romantic, none of which had aqy pretensions to 
extended form. The very titles of the most popular, 
"The Last Hope", and "The Dying Poet" indicate the 
sentimentality of these works. 
The first sonatas to achieve aqy stature as works 
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of art were those of Edward MacDowell (1861-1908). There are 
four sonatas, each with a subtitle: Tragica, op. 45 (1893 ), 
the Eroica, op. 50 (1895), the Norse, op. 57 (1900), and the 
Keltic, op. 59 (1901) . Considering that these sonatas had no 
.American forebears, they are, indeed, an auspicious beginning. 
Less successful was the reception afforded Louis 
Campbell-Tipton (1877-1921). After a musical training in 
Leipzig, he returned to America, but, discouraged by lack 
of interest in his works, moved to Paris in 1901• In 1904, 
he published a orie movement sonata, Sonata Heroic. Arthur 
Shepherd (1880- ) composed his first Sonata in A flat, 
opus 4, in 1909. He has since composed a Second Sonata in 
F minor in 1930. 
Contemporaneous with Shepherd, but far removed in 
idiom, is the strange man from Connecticut who sold insurance 
to make a living and composed remarkably dissonant music in 
his leisure time. Charles Ives (1874-1955) had through his 
own resources evolved a highly complex and individual style. 
Independent of the factors in Europe that led to polyharmony 
and polyrhythms, he employed these devices early in the century 
in works that still have an appeal for only a limited audience. 
He has composed a "Three-Page Sonata" which covers twelve printed 
pages, and a more extended Second Sonata, Concord, Mass., 
1B40-186o, begun in 1909 and completed in 1915. 
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There is a sonata of Walter Stockhoff (1879- ), 
a self-taught musician of St. Louis. Elliot Griffis (1881- ) 
composed in 1919 his Sonata in A flat. 
Somewhat later (1921), John Powell (1882- ) of 
Richmond, Virginia published his sonata for solo piano and 
here is music far removed from the caliber of the two previously 
mentioned works. Mr. Powell in his search for an idiom that 
would be truly American concluded that the Anglo-Saxon folk 
songs as preserved by the mountaineers of western Virginia, 
West Virginia, Tennessee, and Kentucky were the logical basis 
upon which he would fashion his works. Accordingly, over 
almost impossible roads he drove seeking to discover the 
remaining folk songs which had survived three hundred years 
of Americanization. He made interesting collections and 
rendered an important service in notating these rapidly 
disappearing folk songs. Most of his compositions are built 
directly on a folk song or else on a meloqy suggested by a 
folk song. This element permeates his "Sonata Noble" of 1921. 
Also in 1921 appeared the Sonata in C sharp minor 
of Alexander MacFaqyen (1879- ) • In this same year as 
that of the publication of the Powell and MacFaqyen Sonatas, 
a sonata of considerably more importance was brought out 
by Schirmer's. The one sonata of Charles Griffes (1884-1920), 
composed in the beginning of 1918, is still one of the finest 
achievements by an American and undoubtedly the best work up 
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to that time. 
To the older school belong the works of Frederick 
S. Converse (1871-1940), long Dean of the New England Conservatory 
of Music. As late as 1937, he published his only sonata for piano 
which shuns any of the more recent dissonances, turning back, 
instead, to a frankly lush romanticism. 
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After the First World War, the genteel tradition of 
post-romanticism was rapidly swept away and a series of experimental 
works appeared in this cotintry as well as in Europe. The tradition, 
however, died hard and, indeed, is not yet dead. Among the younger 
generation is Leo Ornstein (1895- ) whose First Piano Sonata 
appeared in 1924. Definitely experimental is the "Airplane 
Sonata" of George Antheil (1900- ) which dates from 1931 at 
which time Antheil was one of the "enfantes terribles" of the 
musical world. A later Sonata, no. 4, appeared in 1940. Less 
violent is the "Sonata Sylvain" of Quinto Maganini, born in 1897 
in california. There is a Sonata in D minor composed from 1928 
to 1931 by Timothy Mather Spelman who was born in Brooklyn in 
1891. 
In the 1930's appeared sonatas by Walter Helfer 
(1896- ), Alexander Steinert (1900- ) born in Boston, 
Isadore Freed, also born in 1900, Roger Sessions (1896- ), 
and of Roy Harris (1898- ) whose first published work is 
a Piano Sonata. Hans Barth (1897- ) composed his Second 
Sonata in 1937; Alan Hovhaness (1911- ) , in 1937; Anis 
Fuleihan ( 1900- ), his First Sonata in 1940. 
David Diamond (1915- ) was scarcely twenty when he 
composed his Sonatina (1935) and, while it is little more than 
a student work, it is that of a very good student. In 1937 
appeared the Sonata of Werner Josten (1888- ) ; in 1939, that 
of Lehman Engel (1910- ). The experimental Sonata subtitled 
"Soundpiece, no. 5" of John J. Becker (1886- ) was composed 
in 1937. From 1939 to 1941, Aaron Copland (1900- ) was 
working on his Sonata. The Sonatina of Gail Kubik (1914- ) 
appeared in 1941; the "Six Sonatas for Cembalo or Pianoforte" 
of Lou Harrison (1917- ), in 1943. Godfrey Turner (1921- ) 
and Norman Dello Joio (1913- ) produced sonatas in 1941 and 
1943, Harold Shapero (1920- ) wrote Three Sonatas in 1944, 
and Jacques De Menasce (1905- ) one in 1945. 
Also in 1945 appeared the Sonata of Vincent 
Persichetti (1915- ) and that of stuart Fastofs~ (1925- ). 
Ross Lee Finney (1906- ) composed his Third Sonata in E minor 
378 
in 1942 and his Fourth in E major in 1947. Elliott Carter (1908- ) 
wrote his Sonata from 1945 to 1946. Virgil Thomson (1896- ) 
wrote Three Sonatas in 1950. Paul Bowles' (1911- ) Sonatina 
was written in Monte Carlo and Algiers in 1947 and Samuel 
Barber (1910- ) completed his Sonata, op. 26, in 1950. 
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Musical Form 
The majority of the sonatas adhere to the accepted form 
of the sonata. Both the Third and Fourth Sonatas of MacDowell 
follow the three movement plan of sonata-allegro, slow movement 
and rondo. Formally, there is no deviation from this structure, 
each bridge passage, episode, appearing as it should. On far 
less intellectual level of formal construction is the one movement 
sonata of Campbell-Tipton. The work relies on much use of the 
sequence for its development, and is more pianistic than intellectual. 
The development consists of arpeggios, descending and ascending 
thirds, and pianistic figurations inspired directly by Cllopin. 
The sonata of Stockhoff follows no recognizable form. Almost 
immediately after a brief formal statement of the theme, it 
becomes a series of chromatic scales, arpeggios, scale passages 
, 
in unisons with typical cliches of the nineteenth centu~ on 
every page. It is simply a formless fantasy. 
The four movement Sonata in A flat of Elliot Griffis 
is more pretentious formally than that of Stockhoff•s. Out-
wardly, it follows the form of sonata-allegro, slow movement, 
scherzo, and a loosely-constructed rondo. It is, however, 
obviously the work of a talented amateur, certainly that of one 
who had no real understanding of the problems of the sonata 
form. 
John Powell's "Sonata Noble" carefully follows 
classic tenets. A sonata-allegro in D major is followed ~ 
a series of variations in B flat, after which appears an 
old-fashioned {A major) ~dnesque minuet with a concluding 
movement in the form of a spacious rondo in D which in its 
leisurely pace and romantic themes suggests a rondo of Schubert. 
The two sonatas of Arthur Shepherd are expertly 
constructed. The first, brilliantly conceived for the piano, 
following the best romantic traditions, is divided into the 
usual three movements, an expansive sonata-allegro, a slow 
terna~ movement and a spirited rondo. The Second Sonata 
of 1920 is somewhat less usual in its form. The first 
movement is concise with only the briefest of developments. 
The slowmovement consists of a series of ingeniously fashioned 
variations on a simple, diatonic theme, th~ first of which is 
a three-part canon. There follows a variation in fleet 
passages of double octaves, a gigue, and finally a broad 
statement of the theme in best Rachmaninoff tradition. 
As in the intermezzo preceding the final movement of Brahms' 
F minor Sonata, a page alluding to previous themes introduces 
the final toccata built on a theme of mixed meters in which 
3/8 and 4/8 meters alternate. .The composer sqys that when-
ever he writes for the piano he encotmters a "tough problem". 
The writing is less brilliant than in the First Sonata but 
is worked out in a distinguished manner and obviously ~ a 
knowing hand. 
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There is a fine mastery of fom in the <llarles Griffes• 
work. The sonata is in three movements with the first and second 
joined to each other. While the theme of each movement is different, 
there is a strong resemblance betweeen the themes, one seeming to 
evolve from the other. Indeed, the second theme of the slow movement 
is quoted identically for five measures in the finale. The forms 
employed are traditional. 
Since 1920, there have been many instances of careful 
regard to classic form. Among these is tne Fourth Sonata of 
Leo Ornstein which follows best romantic tradition of serene, 
lyrical themes for the sonata-allegro which is followed by a 
classic minuet. A slow movement of long melodic lines suggesting 
a Baroque melody is followed by a pianistically brilliant rondo 
on a theme first given out in thirds for the duration of two pages. 
Maganini's four-movement Sonata is traditional, the finale, a 
brief rondo-form, being marked uroccata-Burlesca". Further four 
movement sonatas include those of MacFaqyen, the brief Sonatina 
of Kubik, that of De Menasce, the Third Sonata of Finney, the 
Sonata of Barber, the short Third Sonata of Thomson as well as 
the First and Third Sonatas of !:hapero. In all instances but 
one, the second movement is a scherzo in ternary form, the 
exception being the First Sonata of Shapero where the third 
movement is a three-part minuet. 
Even more of the sonatas are traditional but omit 
the rapid middle movement. Among the three movement sonatas 
are those of Roger Sessions, Freed, the last movement of which 
consists of a brilliant toccata; Engel, Dello Joio, Bowles, 
the Second Sonata of Shapero, and the Fourth of Antheil. 
Aaron Copland t s three movements are some'What tmusual 
in that, after a formal sonata-allegro, follows a scherzo to be 
concluded by an andante. .Among the three movement sonatas that 
va~ somewhat from the norm is that of Persichetti. The first 
movement starts slowly and ponderously in dotted eightht and 
sixteenth chords until its final section which introduces 
sixteenth note scale passages. This movement is a free 
fantas.y with the sections marked: slowly, calmly, resolute 
and broad. The final movement is also unusual in that it 
consists of a simply harmonized melody marked "lzymn" and is 
divided into six sections; mystic, solemnly, calmly, forward, 
slow, fast. 
The Fourth Sonata of Ross Lee Finney is somewhat 
similar in structure, commencing with a free movement marked 
11lzymn11 which is short and simply harmonized. The second 
movement, an "Invention", commences with two-part imitative 
writing which is shortly abandoned for figurations more typical 
of the piano idiom. The movement is a sonata-allegro and the 
final movement, a toccata, the tour de force .of the sonata, a 
rondo. 
The Spelman Sonata precedes an orthodox slow 
movement and rondo by a curiously constructed movement which 
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consists of disjointed variations. These are not formal 
variations, but rather variants on the original sUbject of 
differing lengths and only vaguely suggesting the theme. 
In the Roy Harris Sonata, a prelude consisting of 
chords of different tonalities pitted against each other 
serves as the first movement which movement follows no 
fixed form. The second movement is comprised of a series 
of variations over a basso ostinato, and the final movement 
is a scherzo built on a folk-like theme developed in the 
manner of a fugato. 
Alan Hovhaness' Sonata is a youthful work and only 
tentatively follows the usual form. While the first movement 
adheres in general to the plan of a sonata-allegro, it is 
rhapsodic in its· choice of themes and the manner in which 
they are freely presented. Likewise, the last movement 
is more rhapsodic than formal. 
The first movement of the Diamond Sonatina is 
marked lento, moving almost exclusively in a stepwise motion 
and is free in form. It is followed by a free allegretto 
which is developed from figurations in the manner of Bach's 
Inventions. The last movement is a sprightly scherzo with 
a coRtrasting trio which is canonic. 
The Helfer Sonata, in neo-classic idiom, commences 
with a movement divided into two parts, the second part 
repeating the initial theme, originally .appearing in A minor 
383 
and, upon the repetition, transposed _ a tone downward toG minor. 
The slow movement and finale are trad!tional in for.m. 
There is one two-movement sonata, that of Anis Fuleihan. 
The first movement is a logically organized sonata-allegro and 
the second a series of variations at once brilliant as well as 
musical, a combination all too rarely encountered in the variation 
form. 
There are five instances of one-movement sonatas by 
Steinert, Barth, Josten, Harrison, and Turner. The Steinert 
Sonatasconsists of the statement of a theme upon which there 
are variants after which the theme reappears. The variants 
are extremely free in fonn, not serving as exact variations. 
The Barth Sonata consists of a sonata-allegro followed qy a 
short finale marked "quasi coda". The one-movement sonata 
of Josten contains the three traditional sections within this 
structure. Turner's Sonata is developed in the sonata-allegro 
fom ending with a brilliant climax. The "Six Sonatas for 
Cembalo or Pianoforte" of Harrison, recapturing the spirit of 
Scarlatti, follow the bipartite form of the Italian master • 
.Among those experimental in form are the sonatas 
of Ives, .Antheil, and Becker. In his "Three Page Sonata" 
Ives pokes gentle fun at the pompousness which the sonata 
can assume. Two pages of introducto~ allegro, free in form, 
are followed qy an adagio built on a ground motive, and in 
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conclusion, there is an allegro which adheres to the classical 
sonata-allegro • 
. The "Airplane Sonata" of .Antheil is brief, consisting 
of two movements, the first to be played as rapidly as possible, 
and the second an andante. If any form were to be assigned to 
the first movement, it would be that of a free rondo as the main 
theme makes a reappearance three times. The andante follo-ws no 
form, consisting of two unrelieved, dissonant lines. In the 
Becker Sonata, after a brief canonic introduction, a rapid section 
of sixteenth notes in descending arpeggios appears, the chief 
interest of which is harmonic, the meloqy allotted to octaves 
in the bass clef. Following a short choral, a scherzo-like 
movement appears consisting of groups of two measures each 
of which are repeated. Finally, a three-part fugue enters. 
Melodic Development 
. Composers from the beginning of the century to 1920 
for the most part have been satisfied to adopt the four-measure 
phrase as the basis for their melodic construction. MacDowell 
relies on this formula, the two measures of Example 1 suggesting 
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Ex. 1 MacDowell Sonata 3 First movement Brio so 
in their balance what is to follow. He created broad themes 
of heroic proportions in best post-romantic tradition. This 
type of subject matter is in disfavor at present, but if one 
grants that his aesthetic principles are wlid, then it must 
be admitted that he created well in that vein. Certainly, 
his subjects are more distinguished than those of Campbell-
Tipton who constructs his melodic line on thirds moving 
chromatically (Ex. 2) and infinitely removed from the idiom 
I ,, 
I 
--#"" 
Ex. 2 ·Campbell-Tipton Sonata 1 First movement Allegro 
Energico 
of the stockhoff Sonata which employs the melodic lines of 
Example 3 for its main theme. This is harmonized with simple 
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Ex. 3 stockhoff Sonata 1 First movement Tranquillo 
harmonies and almost immediately after its initial presentation 
dissolves into a series of chromatic scales, arpeggios, scale 
passages in t.misons. When MacDowell is compared with such as 
these, his thematic material is seen to tower above any of 
his contemporaries. 
Arthur Shepherd and John Powell reflect the influence 
of Brahms in melodic treatment. A lyricism pervades their 
choice of thematic material, but it is held in formal and 
classical balance. The phrases are regularly balanced of 
eight measures' duration. In the spirited theme for the 
rondo of his First Sonata, Shepherd has constructed much of 
the theme on a two-note motive, a device Brahms often used 
(Ex. 4). It is interesting to note a strong affinity between 
. 
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Ex. 4 Shepherd Sonata 1 Third movement Allegro commodo e 
ben marcato 
the final theme of the First Sonata and the opening theme 
of his Second Sonata composed twenty-one years later. In 
' .. ~ 
this second theme exotic col or is introduced by the lowered 
second and raised fourth (Ex. 5). 
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Ex. 5 Shepherd Sonata 2 First movement Moderato, ma 
decisamente 
As has been previously noted John Powell takes a 
keen interest in the folk song. This is evident in the lyrical 
themes of his finale (Ex. 6) in which the meloqy falls in 
l \ I J l f) J f I I 
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~- 6 Powell Sonata 1 Fourth movement Allegro sostenubo 
regular two-measure phrases which adhere to a simple harmony. 
In the third and fourth, and seventh and eighth measures, however, 
there is an extension of the final notes of the preceding phrases 
which suggest the refrain of a folk song. This refrain-extension 
appears throughout the movement and serves to defeat the monotony 
of a regular four-measure phrase. A further instance of the 
romantic theme is the second subject from the MacFaqyen Sonata 
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which is lyrical in the same manner as the previously quoted 
Powell themes. (Ex. 7). 
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Ex. 7 MacFaqyen Sonata 1 First movement Allegro energico 
That romantic themes were brushed aside by the 
upheavals of the First World War is disproven by the examples 
to follow. Leo Ornstein in 1924 wrote a serenely calm theme 
(Ex. 8) in best romantic tradition. The meloqy follows a 
Ex. 8 Ornstein Sonata 4 First movement Moderato con moto 
simple line of small range and of obvious harmonic background. 
It even ~ntroduces chromatically descending half-steps and 
does not despise the third-sixth relationship. 
In 1937, Hans Barth chose a frankly romantic theme 
(Ex. 9) for his main t~e of the sonata-allegro movement. 
During the course of the development, he expands the intervals 
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of the theme as in Example 10, retaining the rqythmic pattern. 
This theme is developed in a logical as well as pianistic 
manner ending in a tremendous climax. 
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Ex. 9 Barth Sonata 2 First movement Allegro moderato 
l· 
Ex. 10 Barth Sonata 2 First movement Allegro moderato 
Anis Fuleihan, likewise, is dominated by a gentle 
lyricism. The second theme (Ex. 11) of his sonata hovers 
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Ex. 11 Fuleihan Sonata 1 First movement Allegro moderato 
around "A" with interesting motion in the lower voice. For 
the theme of the variations which close the sonata, he has 
chosen a melody that rises a fifth from E and then by 
ornamental figurations descends to the keynote. This simple 
device lends itself admirably to the development of the 
variations vhich flow effortlessly, almost like an improvisation. 
These variations are diverse in character, in no instance 
sounding contrived. (Ex. 12). 
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Ex. 12 Fu1eihan Sonata 1 · Second movement l'Iolto moderato 
Lyricism also appears in the Sonatas of Bowles, 
Dello Joio, Sessions, and Converse. Bowles uses a balanced, 
two-measured phrase for t he theme of his slow movement (Ex. 13). 
Ex. 13 Bowles. Sonatina 1 Second movement 
.Andante cantable 
Bot h Dello Joio and Sessions write ingratiating, romantic 
themes as in the following instances: 
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Ex. 15 De11o Joio Sonata 1 First movement Presto marte11ato 
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Ex. 16 Sessions Sonata 1 First movement Andante 
The Converse lyricism (Ex. 17) has its origins in the same roots 
as that of MacDowell. 
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Ex. 17 Converse Sonata 1 First movement Allegro con brio 
Harold Shapero in his three Sonatas creates melodies 
of freshness and originality ~ means of unexpected turns of 
the melodic line and by unusual rhythmic combinations . The 
theme of the rondo of the First Sonata is typical of this 
choice of melody. The G sharp adds the unexpected turn to 
this phrase. (Ex. 18). 
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Ex. 18 Shapero Sonata 1 Third movement Presto 
Indicative of the rhythmic vitality in the thematic material 
is Example 19 which, with the accent appearing on the last 
eighth note of the measure,follows a highly stimulating 
course. The lyricism of the second theme of the final 
movement of the Second Sonata is particularly noteworthy. 
The phrases fall into groups of measures of 5, 4, 4, and 
5 and the rhythmic pattern is followed regularly throughout. 
The range of the subject is wide with unexpected leaps. 
(Ex. 20) . 
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Ex. 19 Shapero Sonata 2 First movement Allegro di molto 
~ i. 
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Ex. 20 Shapero Sonata 2 Third movement Con brio 
\ 
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Scriabin's romantic style, characterized Qy the 
wide leaps of the themes, has had little influence on .American 
composers. There is the example, however, of the extremely 
facilely written Sonata of Steinert which echoes the middle 
period of Scriabin. The upward leap of the sixth so typical 
of Scriabin appears in the harmonizations in Examples 21 and 
22 and with a brilliant figuration above, it also appears in 
Example 23. 
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Ex. 21 
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Ex. 22 steinert Sonata 1 First movement .Andantino 
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Ex. 23 steinert Sonata 1 First movement Andantino 
A later Russian, Prokofieff, seems to have influenced 
the choice of themes of Jacques De Menasce. The opening theme 
of his Sonata (Ex. 24} displays several of the typical Prokofieff 
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Ex. 24 
De Menasce Sonatina 2 
First movement 
Allegro 
traits, as the dividing of the melody above and immediate~ below 
the accompaniment, the wide-spread range of the intervals as in 
measure 3 where an F sharp leaps a seventh which in turn leaps 
upward a seventh which then returns by a ninth leap. This is 
nothing but adjacent F sharp, E flat, D and C spread out over 
two octaves. Likewise, the descending bass is typical of 
Prokofieff. Upon further examining this melody (Ex. 25), it 
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Ex. 25 De Menasce Sonatina 2 First movement Allegro 
is discovered to have modulated to the key of G flat ~ the third 
and fourth measures which then becomes a D major triad with the 
lowered fourth, a B flat, as the only extraneous note, eventually 
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returning to D minor, in which tonality the melo~ commenced. This 
wide range of intervals and Qf tonalities imparts to the theme a 
humor also characteristic of Prokofieff. 
~ means of certain characteristic turns of melodic 
lines, Bowles and Hovhaness have introduced an exoticism 
into their works. With the introduction of triplet figurations 
(Exs. 26, 27), Bowles has suggested the world of North Africa 
Exs. 26, 27 
400 
Bowles Sonatina 
First movement 
1 \ 
Allegro 
ritumico 
where the Sonatina was composed. In Hovhaness, the melodic line 
is considerably more oriental in color. ~ aeans of repeated 
notes (Ex. 28) and unusual intervals as diminished third 
Ex. 28 Hovhaness Sonata First movement Adagio lamentando 
( 
~ 
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(C sharp toE flat), and augmented seconds (B flat to C sharp 
and E flat to F sharp), ~e has created a bizarre effect. 
)As with Bowles, there are triplet figurations (Ex. 29) 
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Hovhaness Sonata 1 Third movement 
-
Andante 
maestoso 
used in this instance as a cadenza. The movements employ 
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as themes octave passages in unison ranging from the highest 
~to the lowest registers of the k~board. Arpeggiated passages 
alternate with the octaves creating a rhapsodic effect. 
Cltarles GrJffes achieves an individual character 
~in his melodic lines by employing unusual intervals. TYPical 
intervals are the augmented second (G sharp-F, B flat-C sharp) 
of Example 30 and the fourths (E flat-B flat, C sharp-G sharp, 
Ex. 30 Griffes Sonata 1 First movement Feroce 
-
• _C., 
l _"f_i _j_ 
........ 
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G sharp-D) of the same example. The raised fourth of the scale 
adds a characteristic tone-color to the meloqy. The G sharp in 
siboth Example 30 and 31 illustrates this raised fourth relationship~ 
.R . 
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Griffes Sonata 1 Third movement Allegro vivace 
Note the fourth interval in this instance diminished between 
D and G flat and F sharp and B flat. These same intervals of 
augmented seconds and fourths are again apparent in Example 32 
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Ex. 32 Griffes Sonata 1 First movement Feroce 
wherein the theme, appearing in the lower voice is ornamented ~ 
a figuration built on the same intervals in diminution. 
The development of a theme from a motive to which all 
turn to Beethoven as the prime example has been successfully 
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exploited in several instances. For example, the second 
movement of the Copland Sonata, a scherzo, is constructed 
.from six notes (Ex. 33) which readily lend themselves to 
J 
·" ------- ----
Second movement Vivace 
various rhythmic changes. Likewise, a sonata-allegro grows 
from the simple motive of tonic-dominant of the Finn~ Sonata 
(Ex. 34). The movement progresses logically, growing and 
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Ex. 34 
Finney Sonata 3 
First movement 
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developing from this simple motive. The second theme is developed 
).from as equally unpretentious theme (Ex. 35) which is closely 
Ex. 35 
Finney Sonata 3 
First IIOveaent 
Allegro giusto 
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related to the first, this time the melodic line ascending a 
second rather than falling a second as in the first motive. 
Even more closely constructed in the motive pattern, is the 
scherzo which evolves from the simple figuration of three 
eighths , the second two a tone higher, l ater lower~ than the 
first, followed by a half note (Ex. 36). 
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Ex. 36 Finney Sonata 3 Third moventent Prestissimo 
Aaron Copland uses the third as the basis upon which 
he constructs his thematic material . The first theme commences 
·with the third descending by the interval of a third (Ex. 37) 
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Ex. 37 Copland Sonata 1 First movement Jllolto moderato 
while the secoRd theme uses the third descending at the interval 
of a second (Ex. 38). In both instances, the two thirds are 
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Ex. 38 Copland Sonata 1 First movement Molto moderato 
harmonized identically. The first theme then expands to an 
interval of the fourth while the second theme remains in the 
third relationship. This is austere writing not well adopted 
to the potentiat singing qualities of the piano tone. This 
movement is unrelieved by any figurations, re~ing for interest 
upon the intellectual manipulation of the subject matter. The 
andante is again built upon descending thirds (Ex. 39) and is 
Ex. 39 16 - il. , 
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Copland Sonata 1 
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Andante sostenuto 
., I" w. 
~· ~ ~ ' .. • ~ 
closely related in mood to the themes previously quoted. Themes 
from the first two movements are quoted in this andante. The 
final movement is also purely chordal, only the second movement, 
0-
the scherzo, having utilized a theme vith motion. 
In the development of the first theme of the Sessions 
Sonata, a motive (twelfth measure: E flat, G, E flat) is 
repeated sequentially thus extending the phrase and affording 
an instance of motive develo}Dent by sequence. (Ex. 40). 
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Ex. 40 Sessions Sonata 1 First movement Allegro 
Elliott Carter achieves a variety by reharmonizing 
his "Andante" theme upon its second presentation. What had 
been a simply harmonized melody built around repeated •o•s• 
becomes richer by the introduction of a different harmonic 
accompaniaent upon its return. (Exs. 41, 42). 
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Ex. 41 Carter Sonata 1 second movement Andante 
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Ex. 42 Carter Sonata 1 Second movement Andante 
In the Barber Sonata a motive of a sixteenth note 
preceding a quarter note serves to knit together the various 
themes of the first movement. The opening C flat and B flat, 
a semitone interval, used in the relationship of a sixteenth 
and a quarter reappear frequently. The opening four measures 
(Ex. 43) are built exclusively on this relationship. The 
407 
1\ 
-~! I 
~ 
" 
':.' 
" 
~ 
7 •..: .... 
... 
' 
, 
J , , 
...____ ~ ............ 
~~ ;"""\ ~ 
I ., A 
... I • 
I" ....._' CL / 
.J 
-; 
~ 
II I~ _.., 
111 ·_;· , .. 
,. !:: 
'-
]. 
-o ........... , 
Kr. a, • 
.- ....,.... I .. 
I 1' • 
~/ "-I " • \ II n r 
J 
lr.'\' • 
. .. 
~\ . 
.I t... ' 
• 1 . 
----:.. 
I I I 
. , 
,:_· ''", 
r 
.I lw 
_l 
I 
1 
L 
I 
_l 
....!. _l_ _l 
• .I I .  
- tiT' ....!. ,.,.-:;_ -r 
1~~), 
....-1 ,. 
-.1 "' _, 
408 
3_ ' 
_._ 1 r 
t , .. • '''I ,,,.,1 I ,I I I • 
I 
•• 
I 
- __1. ·' , 
• I • I I I • 
-. --:-1 _, • -· :. 
-::; -ri l..' -:;.. 
Ex. 43 Barber Sonata 1 First movement Allegro energico 
most characteristic segment of the second theme (Ex. 44), 
D flat-A flat, is in this sixteenth-quarter relationship. 
The development commences with .ascending and descending 
chromatic eighth-quarter relationships in three voices (Ex. 45) 
and later introduces a mutation of the second theme (Ex. 46). 
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Ex. 44 Barber Sonata 1 First movement Allegro energico 
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Ex. 45 Barber Sonata 1 First movement Allegro energico 
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Ex. 46 Barber Sonata 1 First movement Allegro energico 
Here the sixteenth appears before the half•notes, the motive 
expanding upon each presentation. The bass, a ground motive, 
i s closely related to this second theme melodically. 
Certain composers have disregarded usual formulae 
for composing melodic lines and have created themes angular, 
austere, unique to them. Such a creator is Charles Ives who 
writes atonally and without definite rhythmic pulsations. 
The theme of the March (Ex. 47) from the "Three-Page Sonata" 
Ex. 47 Ives Three-Page Sonata First movement Allegro 
March time 
commencing with a triplet, the third unit of which is accented, 
or in which the last half of the fourth beat of the first 
measure is tied to a dotted eighth of the second measure which 
then is followed by an accented sixteenth tied to a quarter~ 
is certainly a unique melodic line insofar as its rhythmic 
aspects are concerned. The atonal intervals are likewise 
far removed from any pattern usually associated with a march. 
Antheil in his "Airplane Sonata" writes melodic 
lines that make no compromise with the usual standards of 
beauty. For example, the andante, traditionally the one 
movement in which lyricism appears, consists of two unrelieved 
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dissonant lines (Ex. 48 ) , the upper voice and lower voice 
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Ex. 48 Antheil Airplane Sonata Second movement 
.Andante 
moderato 
fo l lowing patterns of ground motives which were not chosen to 
create anything remotely resembling lyricism. However, in 
his Fourth Sonata written nine years later, .Antheil can be 
as romantically lyric as Schumann, as in the andante to 
this work. (Ex. 49). 
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Ex. 49 Antheil Sonata 4 Second movement Andante 
The themes of the Josten Sonata are particularly 
angular, consisting of awkward i ntervals as those of the 
f 
I 
I -., 
I 
opening theme (Ex. 50). The accompaniment in the right hand 
is typical of the piani stic treatment throughout the work. 
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Ex. 5o Josten Sonata 1 First movement Allegro 
A curious treatment of meloqy is that of t he scherzo-
like movement of the Becker Sonata (Ex. 51) in which melody 
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Ex. 51 Becker "Soundpiece, no. 5" 
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Third movement 
Like a scherzo; as fast 
as possible 
in the accepted sense is non-existent. The entire section 
consists of figurations similar to the two measures quoted. 
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~hmic Elements 
Meloqy and rhythm are so closely associated that it is 
difficult to divorce one from the other for analysis. Certain 
composers, however, are impelled by a strong sense of rhythmic 
variation and deserve special consideration. Charles Ives 
indulged in rQythmic expertmentation that included the discarding 
of bar lines as in the opening page of the "Three Page Sonata" 
in which forty quarter notes sUbdivided into complex rhythmic 
patterns follow each other before a bar line appears. Or, again, 
he employs the complicated rhythm of a triplet bass against the 
syncopated duple rhythm of the upper voices. (Ex. 52). This 
complex rhythmic freedom was evolved independently by Ives, 
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Ex. 52 
----------
Ives "'Three Page Sonata" · First movement Allegro 
March time 
which makes it all the more distinguished. 
George Anthe i 1, however, had the mode 1 of "Le Sacre 
de Printemps" to follow when he wrote his "Airplane Sonata" 
\ ). 
~ 
which copies such devices as numerous metrical changes. The 
measures fluctuate from 4/8 to 3/8 to 9/16 to 12/8, etc. 
Also, there is a free use of ~copation. Example 53 illus-
trates the rhythmic varlet of the Sonata, this being the main 
theme. 
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Ex. 53 Antheil "Airplane Sonata" First movement To be 
played as fast as possible 
Roy Harris achieves interesting effects and vigorous 
motion by the polyrhythmic lines he employs. In Example 54 
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Ex. 54 Harris Sonata 1 Third movement Scherzo meno mosso 
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the t wo ~oices which commence canoni cal~ are so arranged as 
to be compl et ely independent of each other as far as accent uation 
is concerned. The lower line ent ers on the beat while the upper 
voice had entered upon the half beat, thus t hrowing the two 
melodies out of line wit h each other and imparting rugged 
vitality to the movement . 
Lehman Engel by frequent changes of meter (almost 
every measure) achieves a rhythmic variety (Ex. 55). Kubik 
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Ex. 55 Engel Sonata 1 First movement -Allegro con moto 
creates a similar ef f ect in t he animated scherzo of his 
sonata which fluctuates from duple to triple meter (Ex. 56) . 
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Ex. 56 Kubi k Sonatina 1 
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Sessions achieves an interesting rhythmic variation by 
placing the accent on the third of a triplet group and then 
displacing this to eve~ other member of the succeeding 
triplets (Ex. 57 ). Finney creates much the same effect by 
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Ex. 57 Sessions Sonata 1 First movement Allegro 
dividing his four-eighth units into three, thus causing the 
accent to move forward a unit in each succeeding measure (Ex. 58) • 
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Ex • .58 Finney Sonata 3 Fourth movement Allegro energico 
( 
) 
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In the scherzo of the Barber Sonata, a waltz alternates between 
3/4 and 4/4 meter (Ex. 59). 
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Ex. 59 
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Barber Sonata Second movement 
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Allegro vivace e 
legiero 
Harmonic Omracteristics 
There are numerous examples of many different trends 
in these sonatas from romanticism to atonality. Not too many 
of the works are as simple as that of Spelman which, although 
composed from 1928 to 1931, reflects a harmonic naivite and 
echoes the harmonic palate of several generations earlier 
despite the parallel fifths in the bass (Ex. 60). 
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E.x . 60 Spelman Sonata 1 First movement 
In the sonatas through the First World War, the harmonic 
background is simple. MacDowell, for example, employs un-
complicated progressions as in the slow movement of his 
Fourth Sonat a , where the most involved chor d present is t he 
neighbor dominant of the E minor chord which occurs on the 
first beat of the third measure (Ex. 61) . Of the same type 
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MacDowell Sonata 4 Second movement Semplice, 
t eneramente 
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of obvious harmonic progression are many of the pages from 
the Eliott Griffis So~ta in which nothing of any harmonic 
di stinction ever occurs. Tonic-dominant relationships as in 
Example 62 are t ypical. 
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Ex. 62 Griffis Sonata 1 Fourth movement Allegro 
The pages of John Powell's Sonata look backward 
rather than forward hanaonically. An excerpt from the old-
fashioned minuet (Ex. 63), which in form and harmony copies 
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Ex. 63 Powell Sonata Noble 1 Third movement Minuetto: 
Allegro 
\ ) 
~ 
Beethoven serves to illustrate his conservatism. The phrases 
move in regular two-four measure progression with recurrent 
tonic-dominant cadences. The measures of Example 64 are 
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Ex. 64 Powell Sonata Noble 1 First movement Allegro 
moderato 
harmonically more adventuresome than most of the sonata. 
Nothing difficult to explain occurs here, however, a seventh 
chord on D proceeding to a chord on E, to C sharp with added 
sixth, to D sharp which enharmonically is changed to E flat 
which then proceeds to a chord on D, to a chord on B with 
added sixth, to a chord on C sharp which is enharmonically 
altered to D flat, which then descends to a chord on C to 
which the lowered ninth is added, resolving on an E flat 
minor chord. The melodic line descends ~ a semitone and 
the progression is logical. 
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Among later works in which the harmonic background 
is simple is the Second Sonata of Barth. The finale is con-
structed on an uncomplicated waltzlike theae (Ex. 65) which 
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Ex. 65 Barth Sonata 2 First movement Allegro con moto 
is harmonized by an eleventh on B, a ninth on B, a C sharp 
triad, F sharp triad, seventh on F sharp, a seventh on C 
sharp. Likewise, in the Persichetti Sonata, the third move-
ment, a Psalm, (Ex. 66) is composed of transparent haraoey, a 
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Ex. 66 Persichetti Sonata 3 Third movement Psalm: solemnly 
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t oni c triad moving to a dominant ninth, to a tonic, a sub-
mediant, a leading tone chord, etc., always in elementary 
harmonic progressions. The Converse Sonata empleys for the 
second movement simpl e harmonic relationships, tonic harmo~ 
prevailing for two measures with one beat of each given to 
stibdominant, the final half of the third measure progressing 
to a sUbmediant chord, the fourth measure emplqying a super-
tonic ninth proceeding by the dominant to the tonic (Ex. 67). 
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Ex. 67 Converse Sonata 1 Second movement Andante sostenuto 
ed espressivo 
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Parallelism of fifths, sevenths, ninths, etc. has 
had its adherents. From the Elliot Griffis Sonata comes a 
passage of descending parallel sevenths (Ex. 68). Leo Ornstein 
Ex. 68 Griffis Sonata 1 First movement Moderato 
employs a row of parallel fifths for the theme of his fourth 
movement and even includes open fifths in his bass (Ex. 69). 
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Ex. 69 Ornstein Sonata 4 Fourth movement Vivo 
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The second theme of the first movement of the Maganini Sonata 
stems directly from almost any page of impressionism (Ex. 70) 
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Ex. 70 Maganini Sonata 1 First movement Allegro moderato 
with its parallel thirds in the bass. In the Freed Sonata, 
parallel fifths in the upper voices aove bitonally above a 
ground motive figuration in the bass (Ex. 71) . 
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Ex. 71 Freed Sonata 1 Second movement Andante sostenuto 
Both the second and third movements of the De Menasce 
Sonata utilize fifths. The scherzo, second movement (Ex. 72) 
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Ex. 72 De Menasce Sonata 1 Second movement Molto vivace 
proceeds with open fifths occurring on the beats with the 
inner voice moving contrapuntally. In the final movement, 
simi l ar in style to that of the Ravel Sonatine, the main 
theme (Ex. 73) is constructed on ninth chords, broken between 
the hands to form open fifths upon the beats. Also from this 
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Ex. 73 De Menasce Sonata 1 Fourth Movement Vivacissimo 
rondo appears the series of two descending parallel ninths 
with an eleventh on E flat in the third measure progressing 
to a thirteenth on D flat, a measure reminiscent of the famous 
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parallel elevenths in the Ravel "Pavan pour une Infante Defunte'!. 
The first measure is an excellent instance of bitonality, G major 
in the upper voices above an A flat harmony (Ex. 74) . A further 
instance of parallel sevent hs appears in the third movement of 
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Ex. 74 De Menasce Sonata 1 Fourth movement Vivacissimo 
the Helfer Sonata, the seventh descending chromatically in the 
last half of the measure (Ex. 75). 
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Ex. 75 Helfer Sonata 1 Third movement Allegro brilliante 
In the Diamond Sonatina occur open fifths between the 
tvo upper voices in the first, third, and fifth measures. The 
effect, however, is far removed from that of the impressionists 
because of the bass line 'Which, moving stepwise, suggests a 
seventh chord in measures 3 and 5 (Ex. 76) • 
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Ex. 76 Diamond Sonatina 1 Third movement Allegro vivace 
Another instance of parallelism which is far removed 
from the exoticism of impressionism appears in the first movement 
of the Josten Sonata in which over an ascending passage occurs 
a series of fifths, occasionally augmented as on the second beat 
of the first and third measures and altered to a ninth on the 
third beats of these measures (Ex. 77). Similarly, the ascending 
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Ex. 77 Josten Sonata 1 First movement Piu allegro 
fifths of the Del l o Joi o Sonata (Ex. 78) are removed from 
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Ex. 78 Dell o Joi o Sonata 1 First movement Presto 
martell a to 
impressionist ic exoticism. Chromatically descending fourths 
appear in the Turner Sonata as parts of chords on B, G sharp, 
F, and D (Ex. 79). 
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Ex. 79 Turner Sonata 1 First movement Allegro assai 
Ascending chromatic seconds occur in the Barth Sonata (Ex. 80). 
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Ex. 80 Barth Sonata 1 First movement Allegro moderato 
Parallel fourths also appear in the second movement 
of the Freed Sonata (Ex. 81) in bitonal relationship to the bass 
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Ex. 81 Freed Sonata 1 Second movement Andante sostenuto 
which descends in C minor while the right hand moves in C 
sharp minor. 
Fourths and fifths are interchanged in the Turner 
Sonata in a percussive manner rather than in an impressionistic 
style. Again there is a feeling of bitonality, although the 
chords can be analyzed as ninths, elevenths or thirteenths. 
For example, the fifth chord (F sharp, C sharp, B and E) sotmds 
as though it is the key of F sharp and E struck simultaneously, 
but can be considered as an eleventh chord on F sharp (Ex. 82). 
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Ex. 82 Turner Sonata 1 First movement A tempo piu mosso 
If parallelism, first inspired by the impressionists, 
wandered far from its original intent in the later sonatas, 
other aspects of that era also exerted influences. The neo-
classicism and nee-romanticism of Ravel have found followers. 
An example of ·the nec-romantic influences appears in 
Paul Bowles Sonatina (Ex. 8.3) in which measures both rhyth-
mically and harmonically are reminiscent of the "Valses Nobles 
et Sentimentales", with the ninth chord on F sharp progressing 
to the ninth chord with lowered third, and seventh on G. 
431 
.. 
r 
J ) 
Ex. 83 Bowles Sonatina 1 First movement Allegro 
riturnico 
432 
Several instances of neo-classic idiom which is most 
conspicuous in the Sonatine of Ravel occur in the Sonatas of 
Ornstein and Freed. In the Ornstein Sonata, a minuet similar 
to Ravel's appears. The melodic line is typical of Ravel 
and the eleventh on B, ninth on E, eleventh on A (or a triad 
with added sixth) and ninth on E stem directly from Ravel's 
harmonic technique (Ex. 84). 
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Ex. 84 Ornstein Sonata 4 Second movement Semplice 
I ) 
-f- I 
Impressionism is the basis for the harmony of Charles 
Griffes. His early piano works, "Night Winds", "Fountains of 
Acqua Paola", etc. are built on the techniques of parallelism, 
an occasional whole-tone sequence, shimmering figurations, all 
of which Debussy had exploited so sUbtly and successfully. In 
the Sonata, the technique is refined considerably, seeming in 
many instances to be reaching out toward bitonality. He employs 
the scale of E flat, F sharp, G sharp, A, B flat, C sharp, D, 
E flat which introduces an exotic melodic line as well as wtusual 
harmonic coloring. In Example 85 the harmony of the right hand 
.,._ 
Ex. 85 Griffes Sonata 1 First movement Feroce 
appears to be that of an E flat tonic chord with alterations 
necessary to allow the melodic line to fall within the pattern 
mentioned above. The bass, however, suggests an eleventh chord 
on D flat, followed Qy an eleventh on D natural, proceeding 
to a ninth on E natural. Undoubtedly, Griffes thought of 
the tones as all belonging to a chord. The only difficulty 
is that of the C sharp on the second beat of the first measure 
433 
which is i n direct conflict with the C flat of the bass. 
However, by misspelling it as D flat, the problem is readily 
resolved. A further instance of this style of harmonization 
is that of Example 86 in which a simple tonic-dominant 
/ ~· -----~- r! -;..... ~ "' _,:.._ -~_,__~~ / A .1. _b_ I •• Ia ' l' , .. / • l_l_ • ~_A • ..Ll. I •• I , l • I . l • I I' .. • I I I ""' . ., ., .. I H 'l I' I I, "I •• _)_ _Lo I ... .:... ..l' 
.v 
-
I I ~ . 
__ _, 
. ··. • ,,_ ~ ~ .J;!::" 1= I= 
• • 
.. l -
• t;- • ' I c/ \ 1 ~ ) . I) • • 'I ' ,. 
• ~r+t 
Ex. 86 Griffes Sonata 1 First movement Tranquillamente 
harmony in E flat in the bass supports a ninth chord on A with 
raised third and lowered f i fth with a momentary resoluti on to 
a B flat chord on the first eighth of the second and fourth 
beats, this over the E flat tonic chord in the bass • 
.. 
Throughout this sonata, there are definite leanings 
toward bitonality but only for brief periods as the opposing 
voices shortly resolve themselves into a single key. The 
harmonic basis of this sonata is far more subtle and advanced 
than that of any of the contemporary sonata writers who in 
comparison are almost naive. Closer to the spirit of the 
impressionists is the harmonization of the second theme 
(Ex. 87) which abounds in parallel fifths and octaves. 
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Ex. 87 Griffes Sonata 1 Second movement Molto tranquillo 
There are many examples in the sonatas of bitonal 
passages. Example 88 is taken from the Kubik Sonata. Under 
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Ex. 88 Kubik Sonata 1 
-·· ' 
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Fourth movement 
I , 
Fast, hard and 
brittle 
a B flat harmony in the upper voices appears a melody whose 
notes imply chords on c, D and G. Again in the second measure 
of the quotation from the Freed Sonata (Ex. 89), D flat and 
c major occur simultaneously. 
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Ex. 89 Freed Sonata 1 Third movement Allegro e ben 
ritenuto 
Lehman Engel employs bitonality throughout his sonata. 
In Example 90 a chord on B and G supports a melodic line that 
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Ex. 90 Engel Sonata 1 First movement Allegro con moto 
suggests a stibdaminant-tonic harmony of C progressing to a 
D major triad. Again, in Example 91, a G sharp chord and an 
A minor chord appear concurrently. 
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Ex. 91 Engel Sonata 1 Third movement Allegro 
Charl es Ives, Roy Harris, Godfrey Turner, George Antheil, 
and John Becker have experimented with harmony; writing chords 
that defy any usual analysis. For example, in the excerpt from 
Ives (Ex. 92) the first chord cont ains both an F sharp and an 
Ex. 92 Ives "Three-Page Sonata" 1 First movement Allegro 
moderato 
F natural. If the F sharp were considered a G flat, the chord 
would be construed as a thirteenth on B flat which would 
understandably resolve to a tonic on E flat. However, the 
E flat tonality, granting that it existed (whi ch it definitely 
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does not), does not continue. Accordingly, this music becomes 
understandable when it is considered atonal linear counterpoint. 
Ives does not set for himself a tone row as with the Schonberg 
atonalists. In Example 93, the first chord could be considered 
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Ex. 93 
Ives "Three-Page Sonata" 1 
First movement 
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a thirteenth on G, the second, an eleventh on D, the third as the 
first, the fourth, a thirteenth on C with G misspelled, A flat 
resolving to an A natural, and the final chord a thirteenth on B. 
It is, as above, more comprehensible to approach the -lines 
horizontally and see thirds moving in the upper voices above 
pedal point seconds, all accompaqying the meloqy in the bass. 
In the .Antheil "Airplane Sonata", chords appear in 
profusion as tone clusters (Ex. 94). 
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Ex. 94 
Antheil "Airplane Sonata" 
First movement 
(To be played as fast as 
possible) 
Roy Harris can write such readily understandable 
chords as the bitonal chords of Example 95 in which D major 
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Ex. 95 Harris Sonata 1 Second movement Andante ostinato 
and D flat appear concurrently. On the other hand, he can write 
a cluster of atonal harmonies (Ex. 96) in which no key is suggested 
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Ex. 96 Harris Sonata 1 Second movement Misterioso 
in either upper or lower voice and certainly nothing tonal emerges 
upon sounding the hands together. 
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Paul Bowles writes atonal harmonies which suggest tonalities 
of A, B,C sharp, F minor, E minor,A, F sharp, E flat in rapid 
succession {Ex. 97). 
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Ex. 97 Bowles Sonatina 1 Third movement Allegro 
The 11Soundpiece No. 5" of John Becker employs harmonies 
that are unique. In the excerpt that follows (Ex. 98), all of 
the usual rules and formulae are discarded • Possibly the first 
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Ex. 98 Becker Soundpiece No. 5 Second movement Slowly 
like a choral 
chord is a thirteenth on C with the C sharp a misspelled D flat, 
the second chord a thirteenth on F sharp, etc. However, it is 
.I 
• I 
• 
more likely that Becker was ihterested i n vo ice leading, t he alto 
and t enor movi ng smoothly. The f irst movement ends with t he 
piling up of the sonorities of Example 99, which is a dominant -
tonic cadence in A minor with the G sharp misspelled for an A f l at 
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Ex. 99 Becker Soundpiece No. 5 First movement Coda 
in the dominant chord. Over the final A minor ni nth appears a 
seventh chord on D sharp which creat es an unusual thirteenth. 
There are macy measures in the manner of Example 100 i n which 
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Ex. 100 Becker Soundpiece No. 5 Fifth movement Very f ast 
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the voices move in minor and major second relationship . This 
i s a purely percussive effect and no harmonic basis is apparent. 
Godfrey Turner 's Sonata employs the full battery of 
dissonance. · The opening chords (Ex. 101), an eleventh onE, 
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Ex. 101 Turner Sonata 1 First movement Moderato robusto 
eleventh on F, thirteenth on B, t hirteenth on D, thirteenth on F, 
eleventh on E are unrelenting in their dissonance. Here, certainly, 
is little of anything considered beautiful in an earlier, more 
romantic era. Similarly, the progressions of Example 102, also 
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Ex. 102 Turner Sonata 1 First movement Tranquillo, con moto 
from Turner, are harshly dissonant. These chords, as before, can be 
analyzed as elevenths and thirteenths but are so arranged as, for 
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example, in the second measure, a C under a B flat chord, or a 
D under an F sharp chord to create an uncompromisingly harsh 
sound. However, in Exampl e 103, the dissonance is less acute. 
Ex. 103 Turner Sonata 1 First movement Piu mosso 
The bitonal relationship between the E major and G major harmoqy, 
and E flat and B flat of the second measure does not clash as 
violently as had the harmonies previously quoted. The waltz-
like accompanying bass figuration contributes to the enjqyment 
of such passages, which in solid chords as above had proven 
unduly austere. 
There are several examples of linear counterpoint in 
which the harmonic texture asst.D'Iles unusual complications. For 
example, the technically difficult (both of analysis and of 
performance) quotation (Ex. 104), £rom Roy Harris' Sonata 
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Ex. 104 Harris Sonata 1 Third movement Meno mosso 
suggests no definite tonality nor harmonic progression. 
B major and later A flat major are suggested but the rhythmic 
freedom of the voices makes this vague. 
The contrapuntal lines from the Turner Sonata (Ex. · 105) 
Ex. 105 Turner Sonata 1 First movement Tranquillo, con moto 
are simpler to follov, C major being readily discernible in the 
upper voice and a fluctuation between a chord on F and a chord 
on F sharp shaping the bass line. Ho-wever, no readily analyzable 
harmoni c pattern presents itself. 
Contrapuntal Devices 
There are numerous examples from the earliest sonatas 
onward of various contrapuntal devices. Instances of the canon 
occur frequently as in the Gampbell•Tipton Sonata which emplqys 
the simple theme of Example lo6 as main theme and develops it 
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Ex. lo6 campbell-Tipton Sonata 1 
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Allegro 
energico 
by means of a canon of the octave (Ex. 107). The first variation 
of the slow movement of the First Sonata of Shepherd is a three-
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Ex. 107 campbell-Tipton Sonata 1 
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part canon. In the variations of the second movement of the Powell 
Sonata Noble, there appears a canon of the octave (Ex. 108) . 
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Ex. 108 Powell Sonata Noble 1 
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Andant e 
con moto 
The trio of the Diamond Sonatina is canonic; the brief intro-
duction to the Becker Soundpiece No. 5 is canonic. The slow 
movement of the Kubik Sonatina is developed by canonic imi tation 
(Ex. 109). A brief canon appears in .the development of t he 
first movement of the De Menasce Sonata (Ex. 110) . 
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Ex. 109 Kubik Sonatina 1 Third movement 
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Ex. 110 De Menasce Sonata 1 First movement Allegro 
Ground mot ives and ground basses are also well 
represented. The First Sonata of Shepherd employs a basso 
ostinato as the basis f or the slow movement (Ex. 111). 
E.x. 111 Shepherd Sonata 1 Second movement Andante 
sostenuto e solemne, ma non 
troppo lento 
A basso ostinato appears in the andante and adag io of the 
"Three-Page Sonata" of Ives. It occurs first in the andante 
as a G major triad with the third above; after six repetitions 
thi s descends t o the triad on F which is repeated eight times. 
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Five repetitions on the E flat triad are followed ~ eight on 
the C sharp which l eads into the adagio (Ex. 112) in ~ieh 
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Ex. 112 Ives "Three-Page Sonata" 1 First movement Adagio 
the triad occurs fourteen times on B. Thereafter, the figuration 
continues but upon changing degrees of the seale. Monoto~ has 
been avoided by altering the rhythm of the ostinato from eighth 
to quarter notes, thereby displacing the accent. 
Paul Bowles shows a penchant for using ground motives. 
For example, the figuration of the first eight notes (Ex. 113) 
Ex. 113 Bowles Sonatina 1 Third movement Allegro 
is repeated a fifth lower, repeated once more with an extension; 
a newmotive constructed on a triad is then repeated sequential~. 
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The Harris Sonata, like that of Shepherd, build.s the 
slow movement on an ostinato (Ex. 114) . The three-part sl ow 
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Ex. 114 Harris Sonata 1 Second movement Andante ostinato 
movement of the Dello Joio Sonata also employs an ostinato for 
the opening and clos ing section (Ex. 115). The finale of this 
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Ex. 115 Dello Joio Sonat a 1 Second movement Adagio 
sonata employs a theme almost romantic (Ex. 116), the bass line 
of which reappears i ntermittently suggesting an ostinato , 
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Ex. 116 Dello Joio Sonata 1 Third movement Vivace 
spiritoso 
al though the figure does not always reappear in succession. 
Three-par t contrapuntal writing appears in the first 
movement of the Maganini Sonata, a typical section being the 
two measures of Example 117. 
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Fourth movement Allegretto 
giocoso 
There are several excellent examples of fugues and 
fugal passages. The variations of the First Sonata of Fuleihan 
terminate in a double fugue using a subject suggested by the 
theme. This fugue is worked out in the claSsical manner in 
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direct contrast to the three-part fugue which ends the Becker 
Soundpiece in which the answer appears at the i nterval of a 
major ninth above the subject and the subject then re-enters 
at a minor ninth above t he answer (Ex. 118) . 
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Ex. 118 Becker Soundpiece No. 5 Fourth movement Slowly 
and poetically 
From the Barth Sonata appears the fugal section of the 
following Example 119 which is developed at the interval of the fifth. 
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Ex. 119 Barth Sonata 1 First movement Allegro moderato 
The most distinguished fugues are those ~ Elliott 
carter and Samuel Barber. In the Carter Sonata , the slow 
movement goes directly into the subject of Example 120 which 
! I. I .' J j --;-=] 
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Ex. 120 carter Sonata 1 Third movement Allegro giusto 
is answered a fifth above. However, before the subject re-
enters, there is a bridge passage after which the subject 
enters a semitone higher, on B. 
The finale of· .the Barber Sonata is a brilliant three-
voiced fugue on the following subject (Ex. 121) which is 
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Ex. 121 Barber Sonata 1 Fourth movement Allegro con 
spirito 
characterized by the raised seventh on the fourth note of the 
subject. The episodes wander as far in tonality (from the 
original E flat minor) as the key of C major and later 
that of E minor. A stretto over a pedal point B flat 
leads into a brilliant cadenza-like coda which brings the 
sonata to a triumphant conclusion (Ex. 122). During the 
course of the development of the fugue, the sUbject appears 
in augmentation (eighth notes) as well as dotible augmentation 
(quarter notes). 
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Ex. 122 Barber Sonata 1 Fourth movement Allegro con spirito 
Coloristic Devices 
Tone painting and tone coloring have found their way 
into these sonatas. While MacDowell did no actual tone painting, 
he suggested by his titles of 11 Norse" and "Keltic" for the Second 
and Fourth Sonatas a particular locality. There is a general 
suggesting rather than actual attempt to portr~ aqy particular 
characteristics of the Norse count~. In the same catego~ falls 
the "Sonata Heroic" of Cempbell-Tipton which is obviously at 
least indirectly influenced qy Beethoven's Third Symphony. 
The themes are simple melodically and hannonically (Ex. 2, 
previously quoted) and suggest a rugged, heroic character. 
Elliott Griffis in his Sonata attaches. titles_ to each 
movement: "The Palace", "The Lake", 11The Goblins", and 
"The Fete" . As expected, "The Lake", which constitutes the 
slow movement, is built over an undulating accompaniment, 
while 11The Goblins", the scherzo, is contrived from a rapid 
figuration. The tone painting is of the most obvious nature 
and cannot be considered successful by artistic standards. 
~ means of rhythms fluctuating from measures of 
4/8 to 3/8 to 9/16 to 12/8, etc. and by extreme dissonance, 
Antheil attempts to suggest the motion of the airplane in 
his "Airplane Sonata". The "Sonata ~lvain" of Maganini 
consists completely of impressionistic tone painting. Each 
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movement is subtitled "Crags", "Night", "Daybreak" , and 11Frogs11 , 
respect ively. The titles give the idea as to what the musical 
content will consist, namely attempts to recreate scenes and 
impressions. The first movement is characterized by running 
figurations (Ex. 123) in the left hand which consist of trills 
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Ma.ganini "Sonata Sylvain" 1 
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First movement 
Allegro moderato 
and tremoli. This is inept piano writing, seemingly better 
adapted to the orchestra. The adagio (Ex. 121) both in its 
melodic line and rhythmic divisions suggests the mood and 
idiom of O'lar1es Griffes' piano work "Night". 
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Ex. 124 Maganini "Sonata Sylvain" Second movement Adagio 
Hovhaness by his choice o£ unusual melodic intervals 
creates an exotic, oriental coloring. In the scherzo (Ex. 125) , 
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Ex. 125 Hovhaness Sonata 1 
r.---4..- ~_±_ ..c.:t 
..a. ..:. _. 
..l. _:_ 
....!. 
Second movement 
_}_ 
•..t 
..! _.!._ L 
.J..L 
~ 
r.ti. !""'.,.. 
-1 
..1....!. 
....!. 
...! 
Allegro 
fantastico 
....:::I:. 
..1 
the melody leaps upward a fourth from B flat to E and in the 
last measure quoted defines an augmented second £rom F to G sharp 
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to return to F. Throughout the sonata unusual intervals such 
as these occur. 
The Fuliehan Sonata also employs t.musUa.l intervals 
which impart a definite oriental coloring.. The first theme is 
constructed on the principle of repetition, F sharp appearing 
eleven times in three measures and A nine times with a B and G 
as the only other notes included {Ex. 126). 
" 1 q \ ! 1 r'. ' . 
Ex. 126 Fuleihan Sonata 1 First movement Allegro con 
brio e energico 
The three movements of the Persichetti Sonata are 
titled 11D~claration", "Episode", and "Psalm" respectively, 
the third definitely falling in the categor,y of tone-painting. 
This movement consists of nine pages of simply harmonized 
meloqy {Ex. 66) mostly in notes of quarter and half values 
which suggests admirably an unaffected, sincere song of 
praise. Similarly, the Fourth Sonata of Finney employs 
subtitles of "Hymn", "Invention" and "Nocturne". The "~" 
is a brief, simply harmonized meloqy built on the theme 
of Example 127 with but slight variation in the succeeding 
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Ex. 127 Finney Sonata 4 First movement Adagio sostenuto 
phrases. As with the "Psalm" in Persichetti •s Sonata, the 
sinceri ty of the emotion shines thr ough every measure . This 
was dedicated to a group of men in OSS in the Second World War 
who were involved i n a parti cular operation at Christmas time 
of 1944. The mood has been appropriately captured in this "I-{ymn". 
Bel ls are logical sounds to attempt to imitate on 
the piano, Moussorg~t s "Great Gates of Kiev" serving as a 
brill iant model . Ross Lee Finn~ in his Fourth Sonata writes 
short passages to imi t ate bells, in this instance not the 
powerful bells of Moussorgsky•s Kiev. (Ex. 128). 
b59 
, 
., 
I 
r l. -l t' 
' 
\) 
' 
~~ 
p ., 
• . 
, ~ 
~ \ ll .. 1 '- > /"' ":J • • ' I ) . .., I LJ r h \\ ~ \.l~ ...,.. 
v , ... I c I . ,, .. 
I " .. I . I , 
~ ~ ±-
Ex. 128 Finney Sonata 4 Fourth movement Allegro giocoso 
Charles Ives imitates bells in the adagio of his "Three-Page 
Sonata" (Ex. 112, previously quoted) and even jokingly 
suggests in his directions to the performer: "Better to 
have another player or bells-celesta for top." 
Pianistic Styles and Devices 
There is some fine writing for the piano and, as 
expected, some inept. The Sonata of Stockhoff (Ex. 129) 
employs the bombast of Liszt•s style without that master's 
consummate ability to make the piano sound well. 
460 
,--, 
l 
f , 
• 
' LJ 
-r 
I 
"}he.~ .,..._ r,' ... .,.,.. ,, J j'\)1 0 
- 2 
--! ~ ~ 
....!. --' --9 \.. 3~-: ,..... , ~~--
~ , - I • _, ..... ~· , ~ vI • 1 ·-~· • .l.. 1.. . • It\ """-".I_ ,, I . \ ......, ___!!;;~ w ~ ~:\J + I • - t- ,....,. "' ~ I ..., ' II l. .J I• 1 LA ' I \ _l I 
-
A. J r -~ J 
., j) ;:..-c ~ _., ,. :.1 _I}_ ...hL 
~~d:t fl . - w -~.J --- .::. .., ... 
'" ... -' 
Ex. 129 Stockhoff Sonata 1 Second movement Un poco 
allegro e vigoroso 
Among the happier influences of the Chopin-Liszt 
era of pianism are the sonatas of MacDowell which are admirably 
conceived for the piano. Typical are passages as in Example 130 
from the Fourth Sonata in which scales embellish the meloqy 
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Ex. 130 MacDowell Sonata 4 Third. movement Molto Allegro 
con fuoco 
__l ' 
or the broad sweep of the ascending passage over the full 
chords of the bass of Example 131 . The descending sevenths 
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Ex. 131 MacDowell Sonata 3 Second movement Tristamente, 
ma con tenerezza 
from the Campbell-Tipton Sonata are characteristic of similar 
passages in both Chopin and Liszt (Ex. 132). In the MacFadyen 
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Ex. 132 Campbell-Tipton Sonata 1 First movement 
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Sonata, the writing is often Chopinesque as in Example 133 which 
could come almost directly from the E minor Concerto. Further, 
there are octave passages, interlocking octaves, and a page of 
Ex. 133 MacFadyen Sonata 1 First movement Allegro 
energico 
Lisztian cadenza. Similarly from the Shepherd First Sonata 
comes the descending passage of Example 134 which is also 
typically Chopinesque. 
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Ex. 134 Slepherd Sonata 1 First movement Allegro 
moderato e con f uoco 
The Elliott Griffis Sonata which, admittedly, dis-
plays writing of an amateur quality borrows strongly from 
the same Chopin- Liszt technique . The arpeggii of Example 135 
Ex. 135 Griffis Sonata 1 Fourth movement Allegro 
suggest the C minor Etude opus 2S of Chopin but without 
the masterful treatment the figuration receives in that 
Etude. 
The Schumann of the "Etudes Symphoniques" who in-
fluenced so many of the British Sonata writers obviously 
suggested to MacFaqyen the style and treatment for the 
finale of his sonata. This is a simple harmonic theme as 
that of the final e of the "Etudes ~honiques11 • In a 
return of the theme, it appears with the sixteenth note 
ornaments of Example 136. 
Ex. 136 MacFaqyen Sonata 1 Fourth movement Allegro 
maestoso 
Even in the post World War I era this Chopinesque 
style continues and Leo Ornstein makes obvious use of thi s 
idiom. Pages. appear that seem to stem directly from Chopin 
as the Nocturne of Example 137 or the equal~ typical passage 
of Example 138. 
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Ex. 137 Ornstein Sonata 4 Fourth movement Vivo 
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Ex. 138 Ornstein Sonata 4 Fourth movement Vivo 
Not only does the melodic line of Example 137 follow a lyric, 
diatonic, stepwise motion, but the bass is arranged in a wide-
spread arc so typical of <llopin' s writing . In Example 138 
there is the group of grace notes preceding a descending 
chromatic line over, again, widely spaced notes of the bass, 
all belonging to the chord. The Steinert Sonata employs 
ornamental figurations (Ex. 139) . which, while not profound 
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mus i cal ut terances, are good, pianistic wri t ing • 
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Ex. 139 Steinert Sonat a 1 First movement Allegro 
In such a recent work as the Sonata of Elliott Carter, 
there is excellent writing for the k~board with wide ranges of 
t he k~board covered and expert ly scored in the style suggesting 
the B minor Sonata of Olopin {Ex. 140) . 
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Ex. 140 Carter Sonata 1 First movement Scorrevile 
The use of wide chords stretched over an extended 
range of t he k~board as emp1QYed by Brahms has influenced 
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various composers. An early example of this appears in the 
writing of Campbell-Tipton as in the brilliant climax of 
Example 141. Likewise, the MacFadyen Sonata suggests the 
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Ex. 141 Campbell-Tipton Sonat a 1 First movement Allegro 
energico 
style of Brahms in its opening theme of the first movement 
(Ex. 142) with its broad range and use of octaves. Again, 
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Ex. 142 MacFaqyen Sonata 1 
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the dramatic theme of the F minor descending octaves from 
the Shepherd First Sonata (Ex. 143) is of the same idiom. 
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Ex. 143 Shepherd Sonata 1 First movement 
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John Powell writes in a lyric manner suggesting the 
gentler s ide of Brahms. Maqy passages from his sonata are 
similar i n mood and style to such a work as Brahms• A major 
violin and piano Sonata. Example 144 is typical of this affinity. 
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Ex. 144 Powell Sonata Noble 1 First movement Allegro moderato 
The. second movement of Powell ' s Sonata, a series of variations .in 
B flat major, inevitably brings to mind the Brahms of the "Handel 
Variations", although these varia~ions do not even approach the 
grandeur of Brahms ' set. There are, however, intellectual devices, 
as the previously mentioned canon, which are reminiscent of the 
intellectual complexity of the Brahms' variations. 
A more recent example of Brahms' influence is that of 
the final movement of Finney's Fourth Sonata which is writing 
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that resembles the finale of the F minor Sonata, opus 5, of 
Brahms both in its wi de spacing (Ex. 145) and in its syncopation 
(Ex. 146). Finally, in the writing of the fugue, Samuel Barber 
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Ex. 145 Finney Sonata 4 Fourth movement Presto energico 
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Ex. 146 Finney Sonata 4 Fourth movement Presto energico 
has achieved the same brilliant piling of sonorities that Brahms 
attained in the fugue to his "Handel Variations". 
The keyboard Baroque style of Bach has had its followers. 
The Sonata in the Baroque idiom of Walter Helfer composed in 1931 
commences in the best tradition of a Bach Invention (Ex. 147) 
relying throughout on development by sequential treatment. The 
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Ex. 147 Helfer Sonata 1 First movement Allegro con umore 
finale emplqys the same idiom as the first movement, however, 
mustering mere brilliant effects by means of chords and octaves. 
The middle movement in its simple, calm proportions suggests 
the rococo rather than the more grand baroque idiom o{ the 
end movement (Ex. 148) • Further, in the second movement of 
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Ex.. 148 Helfer Sonata 1 Second movement Andante cantabile 
the Diamond Sonatina, the cont~puntal writi ng, imitative without 
being an exact imitation among the voices, is reminiscent of a 
Bach Invention. The Finney Fourth Sonata commences with an 
"Invention" which, as in the instance of the Diamond Sonatina 
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quoted above, consists of imitative, but not exact, writing (Ex. 149). 
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Ex. 149 Firmey Sonata 4 Allegro giocoso 
This persists for only a brief section when it is abandoned for 
figurations of a later period in the development of the pianistic 
technique. The Persichetti Sonata also reflects this idiom 
(Exs. 150 and 151). 
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Ex. 150 Persichetti Sonata 3 First movement Resolute 
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Ex. 151 Persichetti Sonata 3 First movement More motion 
The fullest flowering of the Baroque spirit appears 
in the re.markabie slow movement of the Barber Sonata which moves 
with a dignity and splendor rarely encountered. This adagio 
employs an elaborately varied theme (Ex. 152). This theme 
Ex. 152 Barber Sonata 1 Third movement Adagio mesto 
moves steadily onward to the end without constrasting sections, 
rising to a magnificent climax Which is orchestral in its 
coloring (Ex. 153). 
474 
" .....
. . . 
- "VP 1-.1 
? 
lb • 
·-
"' . I ..... I l'rr ..... 
I I , 
475 
l -__...,._ 
•ft1"' -~ ,-~ t ~ ~ ,-'l ..... ~~~ ~· ~~ -= = ... -~ ':!: I~ "!: .::: ~otA :J . • • ...,; ~~~ ......., ~~-A - - _. -( II. . • • . "' • • . .. \ -1 ,. ~ . · • ~ .. lb.. " . I. l J . .. • 
-t-- . I • r;- It ;t::" 
• ffl.J •,f ' ) ;~-4-+-i !- -:i (-..::. :,~ La f ·.: ~ ... 4 ....... --~ ~ ll • -/\ :I: ~""1 • I A• .. . I 
-
::A r 1 
' 
u. • It I""L ..... ....... ' . • • ~ ~· II , ~· ~----------- v I ~ • ..::;=. l IJ ~ ~·. c ........,_ 
/..\ " 
, 
ll/1 . , 
I 
"' 
ii -•• 
I 
"" .. 
-
-
nr, 
". ~" ~ I) ~,_4~~.~ ·~ .. t='"' ~~~ '? ~ r ,,-1. b f.- ~ .... b ~" ~ ~ 
I tU bl. 
"" 
-
-. -..;.J 
e. I• ... ---.;• 
' " 
,, 
1\ I 
" 
~
-I .. ~~ ~~ 
(. ... t~ 
"' 
.. 
... ,... U• 
" n I ;t -t'"'J.~ .. L 
IL l. 
' ' 
\ llol f -;, II" -~ I If 
Ill_ .. I . .. . .. .. '~ .J,J ~· • . v 
-
:I~. I' 
~ .!.. M r~~ ~ ~ 
l 
.... . ... .. 
..J'IJ • II( • . I . . ... .. I II .1( .. f .... • 
d. 
"' 
• • I 
..., 
1 r ~ r~"rtj~- 4 , "7-_ b1 b ' 
Ex. 153 Barber Sonata 1 Thi :rd. movement Adagio mesto 
Harol d Shapero achi eves a brilliant, toccata- like 
eff ect i n much of hi s writ ing by eschewing blocks of 
chords, utilizing, i nstead, scal e figurations (Ex. 154) , 
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Ex. 154 Shapero Sonata 1 Fourth movement Presto 
broken octaves involving crossing of the hands (Ex. 155) 
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Ex. 155 Shapero Sonata 3 Fourth movement Energico 
arpeggiated figurations as in Examples 156, 157. These 
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Ex. 156 Slapero Sonata 2 First movement Allegro di molto 
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Ex. 157 Shapero Sonata 2 Third movement Con brio 
figurations are reminiscent o£ the style of Scarlatti. 
Indeed, the sparkle of these sonatas to a great extent 
depends upon this particular pianist!~, trea?nent. 
The "Six Sonatas for Cembalo oi .' Pianoforte" of 
' I 
Lou Harrison recapture the spirit of Scarlatti. The interest 
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centers in the figurations which copy t he rhythmic vari ations , 
the crossing of hands, the bri lliance of the great Scarlatti 
keyboard works. Typical of t his t ransparency is the quotation 
of Example 158. 
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Ex. 158 Harrison Sonata First movement Allegro 
Virgil Thomson has purposely affected an extr emely 
simple idiom, well within the grasp of a comparatively begin-
ning performer. He has purposely worked out his brief 
sonatas in an intelligent manner, however, and has avoided 
, 
use of cliches usually encounte~d in music as unpretentious 
as this . The writing is excellent, even though transparently 
simple (Ex. 159). In somewhat t he same vein are the three 
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Ex. 159 Thomson Sonata 3 First movement Bold 
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Sonatas of A. J. Swan which~ also simple t echni cally, are not 
as clearly developed as those of Thomson. The style is that 
of a loose counterpoint adopted to a limited virtuosity on 
the perf ormer ' s part (Ex. 160). This simple manner of 
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Ex. 160 Swan Sonata 1 First movement 
writing also appears in the Bowles Sonatina (Ex. 16i) , the 
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Ex. 161 Bowl es Sonatina 1 First movement Al legro 
main theme of which is a simple one-voiced meloqy over a motive 
treated sequenti ally in the bass. This same simplicity occurs 
in the final movement of the Diamond Sonatina (Ex. 162), in the 
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Engel Sonata (Ex. 163), and i n the slow movement of the 
Persichett i Sonata (Ex. 164). 
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Ex. 162 Diamond Sonatina 1 Third movement Allegro vivace 
Ex. 163 Engel Sonata 1 Third movement Allegro 
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Ex. 164 Persichetti Sonata 3 . Second movement Very slowly 
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Characteristics and Trends 
It is encouraging to find so many sonatas composed and 
published (there must be a vast quantity of unpublished sonatas) 
in the United .States, especially since 1920. That ve~ few have 
found their way into the repertories of performers is regrettable, 
but very few twentieth century sonatas of any country have 
attained widespread popularity. The MacDowell Sonatas enjoyed a 
vogue but are now relegated to the past, serving as instructional 
pieces for talented pupils. Of the earlier sonatas, the Griffes 
is undeniably the greatest but has not won popular favor probably 
because its difficulty denies it access to all but the most 
proficient of performers. Probably the greatest work since the 
Griffes Sonata is that of Samuel Barber which, again, is 
inaccessible because of its technical difficulties. The Sonata 
of Dello Joio which is only moderately difficult has attained a 
popularity probably as great as any of the more recent sonatas, 
appearing comparatively freqUently on the programs of more 
enterprising performers. The popular success is deserved as the 
sonata, while lyrical, makes no concessions for popular appeal. 
Some of the best sonatas have been lyrical in romantic 
tradition. Anis Fuleihan achieved a marked success with his 
F sharp Sonata which abounds in melody throughout. Similarly, 
Ell iott Carter, Ross Lee Finney, Hans Barth, George Antheil in 
his late sonatas have not been averse to writing melodies that 
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adhere to traditional concepts of beauty. 
It is also a healthy indication that experimentalists 
have gotten into print. Charles Ives went his solitary way 
writing his atonal works despite almost complete apathy on the 
part of the public. He has had no particular influence on 
others and has created no school as did the more famous aton-
alists. John Becker has actively pioneered in the Midwest for 
an audience for dissonant music. Krenek when he first went to 
teach at Hamline College in Minnesota admitted that if there 
was an audience for his music in that part of the world it was 
because of the pioneering efforts of Becker. Krenek learned 
the Becker Sonata and has performed it in concert.! 
None of the composers who has advocated a particular 
regional aspect as Negro, Anglo-Saxon, American Indian music 
has achieved · any marked success. R. Nathaniel Dett, probably 
the most able of composers working with the Negro idiom, has 
not written a sonata, rather confining himself to shorter pieces. 
John Powell, the leading exponent of the Anglo-Saxon folk 
element, leans heavily upon the idioms and even cliches of the 
post-romantic era. 2 There is much diluted Brahms in his 
H~onata Noble". 
1. Musical ~erly, July 1953 
See Current Chronicle, p. 426 Henry Cowell 
2. Dr. Harold Morris of New York City remarked in conversation 
that Griffes, Powell and he had been a happy triumverate in 
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There can be no doubt that the rhythmic and harmonic 
revolution stirred up by Stravinsky and his confreres has had 
a profound effect. Expertmenting with dissonances and rhythms 
is to· be found in almost all of the works of the past two decades. 
Atonalism finds its way into the more recent works with growing 
frequency, probably most successfully in the Barber Sonata. 
That composers have been dissatisfied with the state 
of music is to be expected. The career of Paul Bowles is 
curious and deserves a brief consideration. Bowles who in his 
middle thirties, after having won a reputation in the musical 
world for himself as a composer for the theater and with such 
talented works as his piano Sonatina, abandoned the world of 
music for that of literature. He lives in the casbah of one of 
New York in their younger d~s. He regretted that John Powell 
had seen fit to follow his folk-song idiom, remarking that 
Mr. Powell was ultra-conservative in his approach. That 
Mr. Powell has not been influenced by recent trends in the 
musical world is apparent upon examination of any of his more 
recent works which are essentially in the same idiom as the 
Sonata of 1921. Of Griffes, Dr. Morris had only the highest 
of praise and voiced the universal regret over his unttmely 
death. Dr. Morris is himself the author of five sonatas and 
is actively composing as well as performing as a pianist. 
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the large North African cities and there writes the novels and 
short stories that have won him the highest of critical praise. 
His characters are invariably escaping from civiliZation and 
trying to flee from themselves. In his most . important novel 
thus far, ~ ~eltering ~y, a husband and wife flee civiliza-
t ion by making a pointless tour of North African villages, 
going ever deeper into the interior. ~ his rate talents and 
keen insight, Bowles has been able to create characters that 
mirror a large segment of the literate, disillusioned populace. 
It is a loss to music that Bowles no longer turns his talents 
to musical composition but rather creates in prose. That very 
change would seem to indicate Bowles' dissatisfaction with 
music as an adequate expression for his creative talents. 
While some sonatas are inferior (those of FastofSky, 
Josten), the general quality is high and has improved tre-
mendously over most of those written prior to 1920. The 
~tockhoff, Elliott Griffis Sonatas are weak imitations of 
what was being done in Europe. Later sonatas, on the con-
trary, can successfully hold their own with anything being 
written, the Charles Griffes and Samuel Barber Sonatas rank-
ing among the finest sonatas of the twentieth century. 
The debt to European models is great. At the turn 
of the century, MacDowell studied carefully in Europe the 
Germanic tradition which he was to use in his Sonatas and, 
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more notably, in his piano Concertos. Louis Campbell-Tipton, 
trained in Leipzig, was so discouraged by the public apathy to 
his works that he went to Paris. John Powell, our most vocal 
and ardent folk-lorist, studied not only piano with Lescheti~ 
i n Vienna but theory as well. He is carefully steeped in the 
classic tradition. Frederick Converse had studied with 
Rheinberger. Only Griffes did not succomb to this Teutonic 
tradition imbibing, rather, the spirit of impressionism in his 
early works and, by the time he composed his Sonata, an indi-
vidual style of his own. It is quite obvious that such back-
grounds would bend the thoughts of these men towards the 
sonata tradition. That they were thoroughly imbued with this 
spiri t is attested by a remark Mr. Converse once made (half 
jokingly) in which he said that insofar as the mechanics of 
writing a sonata movement were concerned, he could write a 
movement before breakfast and often did. He voiced doubts, 
however, about the 11 inspirationalH qualities of the melodic 
l ines under· such circumstances. 
As the spirit of nationalism was particularly strong 
t hroughout countries at the end of the last century and begin-
ning of this, it reflected itself in the arts by a regionalism, 
a predilection for the nat ive folk-lore. A MacDowell, as a 
Grieg, a Dvorak, a Smetana turns to melodic lines that reflect 
his native surroundings. Of the earlier composers to avail 
themselves of this technique, the most successful were MacDowell, 
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Shepherd, and Powell. When MacDowell and Powell wrote shorter 
compositions, they stressed ~en more this folk-element as, for 
example, in the Powell settings of .Anglo-Saxon folk-songs . The 
same melodic turns of line, unusual phrase- length constructions 
carr,y over into his Sonata Noble. Later composers to turn success-
fully to this medium are notably Roy Harris and Anis Fuleihan, 
the latter utilizing melodic lines inspired by his Armenian back-
ground. The Harris work stresses in its rhythms the rugged 
spirit of Americanism, certain themes strongly suggesting the 
"cowboy" element in our West. 
Charles Ives moving in his own world does not so readily 
fall in this classification as he was always experimenting, his 
Sonatas owing little to any previous models . But, he, too, 
reached into his heritage, using such sources as New England 
Church-singing and baseball (South- Paw Pitching) for his 
inspiration. 
After 1920 and the trek of the intellectuals to Paris, 
the hand of Mlle. Boulanger exerted its strong hold on those who 
came under her sway. Aaron Copland writes absolute music when 
he composes his Sonata even though he availed himself to great 
success with the native element for his ballets. Likewise 
later works of other composers tend towards more absolutism and 
less of the folk-element. Indeed, it is difficult to find 
instances in recent works. Samuel Barber chooses themes that 
might have been conceived by a ve~ talented composer of any 
country; thirty years earlier one could scarcely imagine a 
French composer having written a melodic line such as that of 
the finale of John Powell's Sonata Noble. Such experimental 
works as those of Becker, Harrison, Swan are more the products 
of intellectualism than works influenced by older traditions. 
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It is apparent from the foregoing that, while no one any 
longer composes one hundred and five sonatas as did Clementi, it is 
not a defunct form. Some of the biggest names of the time, however, 
have completely ignored the for.m. Sibelius has no piano sonata to 
his credit, and his piano output is small. Strauss' only piano sonata 
is a youthful, immature work but, again, his interest in the piano 
as a solo instrument is limited. The same holds for Stravinsky who, 
besides a youthful work, has composed only one sonata. Likewise, 
from Bartok comes but the one sonata. Schoenberg composed no sonata, 
Debussy, none, and Ravel only the sonatina. Of the important 
composers, Scriabin and Prokofieff are the most prolific with their 
ten and eight works respectively; Hindemith has three. Italy has 
produced nothing of significance in the form, but, then, Italian 
composers never have been interested in the piano. 
The majority of the sonatas are set in traditional form. 
Composers still use, and successfully, the sonata-allegro, slow 
movement, rondo forms and more often than not follow the classical 
tenets of first and second themes of the first movement in their 
tonic-dominant relationships. The usual form for the slow movements 
is that of ABA with the B almost invariably rising to a climax. The 
rondos, as is so often the instance in classic sonatas, are the least 
successful of the movements. The various classic rondo forms are 
those usually encountered. There is nothing astounding about this as 
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a movement in the form ABA, ABABA, or ABACABA is well-nigh perfect. 
Anything more involved, as for example, a possible ABACADAEA becomes 
too diffuse and falls apart. Indeed, the ratio seems to hold that the 
better the sonata as a piece of music and as a work of art, the closer 
it adheres to the classic formula. There is nothing experimental 
about the form of the Bartok, Dukas, Prokofieff, Griffes sonatas. The 
exception (nothing is invariable, the late Beethoven sonatas scarcely 
falling into a traditional pattern, but not for that, or any other, 
reason being anything but great works of art) are the three sonatas of 
Hindemith which, while they have traditional movements, also are far 
removed from the classic concept of the sonata. The ainuet-scherzo 
movement has disappeared from the sonata, alt hough occasionally a 
scherzo appears as in the Barber sonata. There, however, the form 
is not the traditional song with trio, but rather that of ABACA with 
none of the repeats encountered in the classic form. Variations 
appear as substitutes for any of the movements, but canparatively 
rarely and not in the greatest works. Again, this is not unique with 
the past fifty years as most of the successful previous sonatas have 
not utilized the variation form, notable exceptions being the opus 26, 
109 and 110 of Beethoven. The great variations have been complete in 
themselves and not parts of sonatas as the "Paganini ", "Handel" of 
Brahms, "Diabelli", "Thirty-two" of Beethoven, and the "Goldberg" of 
Bach bear witness. Occas ionally, a fugue is substituted for a move-
ment, in the instance of the Lekeu sonata two different fugues 
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occurring for movements two and five. The most successful fugues 
appear in the final movements of the Hindemith third sonata and the 
Barber sonata, both of which are handled in a grandiose manner, employ-
ing as they do energetic subjects. They happily are exciting music as 
well as admirable piano writing, both successful in the manner of 
Brahms' "Handel 11 variations' fugue. In no instance was there an 
example of the fugue as Beethoven used it in his later sonatas. In 
Beethoven's opus 110, the slow movenent and fugue are _fused to each 
other, the slow movement interrupting the fugue's progress to usher it 
in again in inversion. No such close unity appears in any modern 
sonata involving a fugue. 
The one-movement sonata as evolved by Liszt seems not to have 
caught the fancy of composers. Scriabin in his later sonatas writes in 
one movement and with a homogeneity of themes as is found in Liszt•s 
work, but the majority of composers have cast this form aside. An 
exception is Arnold Bax who has couched both his sonatas in the manner 
of Liszt in the one-movement form with the recurrence of motives and 
an interplay, contrapuntally, among these different themes. 
Of the various styles, there is more ingenuity and origin-
ality than in form. Many times, however, traditional idioms first 
devised by Chopin, Schumann, Liszt, and Brahms appear. Lopatnikoff 
writing in 1943 is not above imitating the facile style of Chopin. 
Indeed, many can.posers turn to his pianistic idian.s adorning their 
ideas with more modern harmonies. As recently as 1943 Prokofieff 
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writes a sonata which strongly suggests the style of Schumann, 
abounding as it does in a thick bass and with much use of sequential 
patterns. The bigness and orchestral qualities of Brahms' sonatas 
have had followers, more particularly in the earlier sonatas of the 
century as, for instance, that of Arthur Shepherd or that of the 
so-called Russian Brahms, Medtner. The brilliance of the ~ression­
ists apparently does not lend itself to the sonata as comparatively 
few works have copied that idian. Ravel employed a much more chaste 
pianistic technique when composing his sonatina than when he 
fashioned his suites.; Miroirs, Le Tombeau de Couperin, or, 
particularly, Gaspard de la Nuit. No one in rapid movements seems 
able to capture Debussy's mastery of the airy arabesque. His 
influence is felt in slow movements and is more successful at this 
tempo. Scriabin exerted a wide influence, but primarily on the 
Slavic countries. Most of his compatriots, Polovinkin, Pavlov, 
Sabeneiev, Shapashinko, and Melkikh wrote pale imitations of his 
later works which pianistically are admirable. It is strange that 
his style is not more widely copied by western European and American 
writers as he is one of the great innovators of the piano idiom and 
made remarkable technical contributions and advances. There is no 
influence of his style in Prokofieff who, when he is imitative in 
style, goes elsewhere for his inspiration. 
Among those w.ith individual styles, the writing of 
Charles Ives looms high. With his polyrhythms and polyharmonies, 
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freedom from bar-lines, he has developed as uncompromising a style 
as is to be encountered among the distinguished composers. The 
"Airplane" sonata of Antheil with its bizarre harmonic rhythms and 
motives is certainly unorthodox but not to be considered in the 
category of distinguished sonatas. Bartok has created same uncanny 
sounds by various new (with htm) devices such as repeated chords 
occurring on unaccented and unexpected beats, chords employing 
seconds, sevenths, and higher dissonances occurring in the low 
register of the piano. His sonata gains a certain transparen~ by 
the use of canonic devices, sometimes occurring in three parts. 
That the canons at times are sounding in ninths gives a biting 
quality to this transparen~. Prokofieff has been able as success-
fully as anyone to combine virtuoso writing with distinguished 
musical ideas. His developnent of the first movement of the seventh 
sonata, for example, is as fine as instance both musically and 
pianistically of that difficult spot in the sonata-allegro as is 
to be found among modern sonatas. At times, as in the finale of the 
eighth sonata, the virtuosity seems to outweigh the musical worth, 
but, as noted previously, this is a notoriously difficult movement 
to solve successfully. Griffes in his one work was able to combine 
a high degree of original musical ideas with a richly pianistic 
idiom which, while percussive, is not oppressively so. 
It is this last quality, that of percussiveness, that has 
come to haunt the style of more and more piano music in recent times 
and it is this same percussiveness that has steadily caused the music 
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to deteriorate. It takes comparatively little banging to cause the 
auditor to lose interest in a composition and probably to be annoyed 
by the sounds. When the music stops singing, it fails. Griffes• 
sonata always sings above the percussive chords; Bartok, even when he 
employs twenty similar chords following each other, has so devised his 
writ ing that a melodic line is heard to sing. It is perfectly 
legitimate to write percussively and can be done successfully if 
somewhere a melody is sounding out above this chordal affront as, 
for example, in Liszt•s sonata which piles up huge chordal sonorities 
but always manages to have a melody soaring above the barrage of sound. 
There are many distinguished sonatas of the past fifty years. 
The John Powell sonata, to quote but one example, is a work superior 
to the popular Grieg sonata, having a regional quality of its own 
certainly comparable in chann to that of Grieg and developed both 
musically and pianistically in a more knowing fashion. Dutilleux, 
Medtner, Miaskowsky, Bax, Fuliehan, Stravinsky have written 
distinguished works. Those sonatas that seem to have the most 
universal qualities are those of Griffes, Bartok, Barber, Dukas, 
Hindemith, the mature works of Scriabin, and the later works of 
Prokofi eff with particular emphasis on the seventh. Certainly these 
works give to the piano sonata of the first half of the century a 
place of distinction worthy of comparison with any of the other 
musical forms of our times. 
APPENDIX 
Resume of each sonata considered: 
Alexandrov, Anatol (1888-1946) Russian 
The Sixth Sonata, op. 26, as well as the Eighth, op. 50, 
and the Ninth, op. 52, which were composed in the year of 
Alexandrov 1s death, are neo-classic in style and are couched in 
t hree movements of traditional form. The Sixth is the slightest 
in content, length and difficulty, being scarcely more than a sona-
tina. The Eighth and Ninth, although more difficult technically, 
make no undue demands upon the performer. Harmony, melody, rhythms 
are in late romantic tradition. 
Antheil, George (1900- ) American 
The experimental, so-called "Airplane", Second Sonata 
dates from 1931 . It is brief, consisting of but two movements, the 
first to be played as rapidly as possible, and the second an 
andante. If any form were to be assigned to the first movement, it 
would be that of a free rondo as the main idea does make a re-
appearance three times. The rhythm is free, fluctuating from 
measures of 4/8 to 3/8 to 9/16 to 12/8 etc. Syncopation abounds 
and dissonance is rampant. So-called tone-clusters appear in 
profusion. The rhythmic variations of the second movement are 
interesting and ingenious. 
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Auric, Georges (1899- ) French 
The neo-classic Sonatina of Auric consists of a brief 
sonata-allegro, slow movement and rondo. It is constructed on 
usual four-measure phrases, the harmony employs no undue dissonance, 
the eleventh being the limit, and the pianistic style is SUnple 
technically throughout. Influences of Ravel's Sonatina are 
strongly felt. 
.A:xman, Emil (1887- ) Czech 
The Second Sonata was composed in 1922 and consists of 
a sonata-allegro, slow movement, and a set of variations. It is 
thoroughly romantic in character, of broad, sveeping themes well-
adapted to the piano. The harmony, while not as chromatic as that 
of Franck, tends in that direction, the voices moving in typical 
Franckian stepwise motion. The harmony of the variations is 
diatonic. There are a few scattered instances of bitonality in 
the work. The writing is thin throughout with no brilliant clUnaxes. 
Barber, Samuel (1910- ) American 
Commissioned by the League of Composers for its twenty-
fifth anniversary in 1950, this Sonata, op. 26, emerges as one of 
the finest specimens in this genre of this era. It is a long 
(43 pages) four-movement sonata, comprised of sonata-allegro, 
scherzo, slow movement, and fugue. The themes of the first movement 
are particularly outstanding, having a great power and dramatic impact. 
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The first theme ends with a chromatically descending line which is 
used effectively in the development. The second theme is built on the 
two ascending intervals of a fourth and a falling fifth which serves 
as a foil to the first theme. The second movement is a brilliantly 
pianistic scherzo, abounding in bitonal effects, while the slow 
movement moves with stately dignity and an almost Baroque grandeur. 
This melodic line is highly ornamental, rising to a powerful climax 
in the middle section. The fugue, while pianistic, is extremely 
difficult technically, It is developed by means of augmentation, 
lengthy pedal point, stretto. Not only is this a sonata of consider-
able intellectual accomplishment, but also of remarkable emotional 
content, and alw.ys a work of stunning pianism. 
Barth, Hans (1897- ) American 
The Sonata, no. 2, op. 14, was composed in 19j7. It is 
well-written for the keyboard in a romantic vein and consists of 
one main movement, a sonata-allegro, followed by a short finale 
marked "quasi coda" . The broad theme of the main movement is de-
veloped both logically and in a pianistic manner, ending in a 
tumultuous climax. The finale is more restive harmonically, being 
built upon a waltz-like theme. 
Bartok, Bela (1881-1946) Hungarian 
The Sonatina composed in 1915 consists of three brief 
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movements. For the first, an introduction of a page precedes the 
simple allegro which is built on a repetition of a motive and is 
closed by the same introductory material. Aft er a short slow move-
ment, the finale commences with a rapid introduction, a main section 
built on one theme only, and a return of the first rapid introduction. 
There is mild experimenting with rhythm which gives some interesting 
accents, but nothing to approach the subtle rhythms of the later 
works. The harmony is orthodox and there is little linear counter-
point to consider. 
Bartok's only ~nata for solo piano was composed in 1926 
and follows the traditional three-movement form. The first movement 
is a sonata-allegro, daring in no ~ insofar as form is concerned. 
The harmonic and rhythmic devices are experimental and provocative. 
The opening theme consists of merely "do-re-mi " with "mi 11 repeated 
twenty times. This repeated-note idea recurs throughout the work. 
There follows a brief passage consisting of the raised and lowered 
tone (in thi s instance "c") sounding simultaneously. The second 
theme likewise has a lowered and raised "g" appearing together and 
is built over a ground motive of fifteen measures Which continues 
£or a further nineteen measures after a two-measure interruption. 
The melody of the second appearance of the ground motive is composed 
of fifteen E flat notes in the head of the theme before there is 
a change of note. The closing theme is the inversion of the second 
theme and is garbed in broken chords each of which breaks from its 
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outward note inward. The development grows from the opening notes 
and their inversion. The second movement commences with a theme, 
unaltered except for rhythm during which the note "e" is repeated 
twenty times before it finally falls to its neighbor 11d". Again 
appears the canon on "do-re-mi ", this time in a powerful climax and 
spread over half the k~oard. With the arrival of the rondo, the 
mood lightens, for here is a g~, impetuous folk-like dance, var,ying 
rhythmically in almost every measure from 3/8 to 2/4 to 1/4 etc • 
. There are several instances of tone clusters and octaves at the 
distance of a ninth. This movement becomes continually more 
frenzied, ending with a vivacissimo of what might be described as 
· 
11barbar i c abandon". 
Bastianelli, Ziannotto (1833-1927) Italian 
This Sonata is romantic in spirit. It consists of two 
movements, the first of which is in free form and built on one 
theme of utmost simplicity, a triad either rising or falling. The 
second movement is a series of variations which are written in 
pianistic style suggestive of the Etudes Symphonigues of Schumann. 
Bax, Arnold (1883-1953) British 
The two Sonatas, F sharp of 1910-1919 and G minor of 1923, 
are essentially romantic. Both sonatas are difficult technically, 
although even in the most complex and involved passages, there is 
apparent Bax•s camnand of the technical resources of the piano. 
They are canposed in one continual movement with, however, marked 
contrasts of mood in the varying sections. The form in each sonata 
is free. There is no regular recurrence of first and second themes 
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in the traditional dominant-tonic relationship, but rather a loose con-
struction. 
The First Sonata composed during a brief visit to Russia 
and later revised is of lesser interest than the Second. The .Second 
Sonata commences with a long pedal point on E flat, rising from the 
depths of the piano in a pianissimo to the upper registers at fortis-
simo. This idea persists for six and one half pages before the main 
theme marked "brazen and glittering11 enters. A second theme of folk-
song simplicity is followed by the slow theme which with its 
Chromaticism strongly suggests the idiom of Franck's Prelude, Chorale 
~ Fugue. This is interrupted by a rapid theme in dotted rhythms. 
The somber opening theme re-appears and the first and second main 
themes return. The ha.nnony is traditional, only occasionally bowing 
to prevailing fashions. Stylistically, there appear vituoso pas~ages 
in the manner of a Liszt or a Ravel. 
Becker, John J. (1886- ) United States 
Highly experimental is the short Sonata, subtitled 
"Soundpiece, no. 5", which was composed in 1937. After a brief can-
onic introduction, a rapid section of sixteenths in descending 
arpeggios appears, the chief interest of which is harmonic, the 
melody appearing in octaves in the bass. There follows a short 
choral of highly dissonant ha.nnonies and a scherzo-like movement 
built on repeated seconds. Here, again, the main interest is 
harmonic. Finally, a three-voiced fugue appears in which each 
answer enters at the interval of a ninth above its subject. 
Belyi, V. (1904- ) Russian 
Early Sonatas date fran 1923, 1926, 1942 and the Fourth 
from 1947. It is in three movements. Throughout the sonata there 
are frequent metrical changes which are used to lengthen and 
shorten melodic lines rather than for ~copated rhythmical 
effects as Stravinsky used this device. The themes are lyrical 
and the harmoqy mildly dissonant. 
Berg, Alban (1885-1935) Austrian 
sao 
This Sonata, op. 1, (19o6-1908) is a one-movement sonata-
allegro. The work is eclectic, the chromaticism of Tristan being 
apparent throughout as well as the same ecstatic, feverish upward 
leaps of ~criabin without, however, his superb handling of the 
k~oard. Much care is given to the progress of the inner voices. 
The opening theme and the second theme are scarcely distinguishable 
in mood, construction, and harmonization from each other. Indeed, 
the entire sonata employs an almost complete homogeneity of style 
with no variety and is in continuous motion. There are only three 
eighth rests in the entire sonata. 
Blacher, Boris (1903- ) Ge~an 
The two ~natinas, op. 14, no. 1 (no definite key) and 
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no. 2 inC, were canposed in 1941. The First Sonatina consists of 
a brief sonata-allegro, a six-measured andantino built on a descend-
ing triad and a small two-voiced fugue. The Second Sonatina is 
comprised of a sonata--allegro and a spirited rondo. The Sonata, 
dating from 1951, contains a sonata-allegro which ends with an 
andante. A slow movement follows constructed on material from this 
preceding andante, while the final movement is a rondo. The main 
characteristic of these works is the originality of rhythm which 
fluctuates almost from measure to measure. The meloqy and harmony are 
of only secon~ importance. 
Bloch, Ernest (188o- ) Swiss 
Bloch1s Sonata was composed in Paris in 1936. The work 
is couched in his highly individual style, falling into no part-
icular School or catagory. It can perhaps best be described as 
rhapsodic. A free fant asy precedes the opening movement which 
movement is built on a bold theme characterized by open fifths in 
the accompaniment. There is a prevalance of fifths throughout the 
work. Characteristic of the rhapsodic treatment are the many ca-
denzas or cadenza-like passages that occur in the work. The second 
movement, a pastorale, has overtones o:f impressionism. This a move-
ment of serene beauty, moving logically to a powerful climax. The 
last movement is the most forceful, being a vigorous march which 
moves relentlessly forward, the measures alternating between rhythms 
of 4/4, 2/4, 3/4, and 5/4. 
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Bogdanov-Berezevks,y, B. (1909- ) Russian 
The form of this Sonata, op. 24, is unusual in that the 
two movements are not classic. The first movement consists of a 
chordal "grave" with a counterpoint of rising scales in octaves 
which i s followed by a cantilena passage with a ground motive 
accompaniment in the upper voice. The "grave" returns to canplete 
the movement. The second movement is built on a series of variations 
which cleverly alter both rhythmically and by figurations the 
original theme. The harmonies and rhythms are in no wey unusual, 
the harmony being mostly diatonic. 
Bowles, Paul (1911- ) United States 
The Sonatina, no. 1, of 1947 consists of three movements. 
It was written in Monte Carlo and Algiers and reflects in its ex-
oticism the color of that part of the world. Certain triplet 
figurations in the melodic line not dissimilar to ~panish melodic 
lines suggest an oriental coloring. A characteristic of the writing 
is the use of bass patterns in sequence. The second movement is 
built on a particularly ingratiating meloqy, almost romantic, a 
mood not characteristic of the remaining themes. The harmony 
throughout is simple and orthodox. 
Bucchi, Valentino (1907- ) Italian 
The one-movement Sonatina was composed in 1938. It is in 
three-part form wit h the middle section consisting of two variations 
on a simple, diatonic, adagio theme. The main sections are built 
both harmonically and melodically upon the interval of the fourth. 
Many of the chords are constructed on fourths and the melody 
utilizes this interval both in leaps and by stepwise approaches. 
The rhythm is orthodox. 
Busoni, Ferruccio (1866-1924) Italian-German 
Busoni sought new contents for sonata form and used the 
sonatina as his medium for experimentation. He wrote a brilliant 
fantasy, highly pianistic, on themes from Carmen; or in his 
Sonatina Brevis, subtitled In Signo Joannis Sebastian! Magni, 
he made a transcription for the piano of the so-called "Little 
Fantasy and Figue in D Minor" of J. s. Bach. This Sonatina faith-
fully follows the original, making only the necessary alterations 
to fit it to the piano keyboard, a technique in which Busoni was 
particularly adept. 
Castlenuovo-Tedesco, Mario (1895- ) Italian 
The ~nata, no. 1, written in 1932, follows usual forms 
of sonata-allegro, slow movement and rondo. The slow movement 
employs 11Blues11 rhythms which are introduced in two trios. The 
style, harmonies, and rhythms are otherwise romantic, however, most 
graciously written to displ~ the singing quality of the piano. 
Campbell-Tipton, Loius (1877-1921) United States 
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Campbell-Tipton's one-movement Sonata was published in 
1904 while he was living in Paris. It is subtitled Sonata Heroic and 
504 
is in traditional, romantic idiom. The work relies on much use of 
sequence for its development and is more pianistic than intellectual. 
The development consists of arpeggios, ascending and descending 
thirds, and pianistic figurations directly inspired by Chopin. 
Carter, Elliott (1908- ) United States 
This distingusihed Sonata, composed in 1945-46, consists 
of three movements, sonata-allegro, slow movement progressing directly 
into the final fugue which is highly successfully developed both 
intellectually and pianistically. The work is tonal but the harmonic 
structUre employs dissonance which, however, is never discordant or 
harsh. The writing throughout is excellently adapted to the key-
board suggesting by its expertness such a masterpiece of pianistic 
writing as Chopin's B minor Sonata with, of course, the addition of 
modern dissonances. 
I 
Castro, Jose Maria (1892- ) Argentina 
From 1931 canes this Sonata. It COOliilences with a Prelude 
in Baroque style of the form of a concerto grosse. An arietta on 
simple diatonic harmonies follows ~th six ornamental variations, 
and the final movement is a two-vcdced rondo. The harmonies are 
conservative with only the two voices of the last movement making 
momentary bitonal clashes. The rhythms are orthodox. 
Chavez, Carlos (1899- ) Mexico 
This Sonata, dating from 1928, is in four movements, the 
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first of which is a brief sonata-allegro. It is so concise that the 
second theme consists of nothing more than a "C" held for three 
measures over a rhythmical bass. The second and fourth movements 
are loose rondo forms while the third, a Lentamente, is a four-
voiced fugue developed with dissonances among the parts. The 
rhythms are complicated especially in the last movement where such 
unusual canbinations as 2l/4 appear. The writing shuns traditional 
romantic figurations but, rather, is percussive with wide leaps on 
the keyboard as well as the parts widely-spaced from each other. 
The writing is atonal without following the technique of the tone-
row. 
Converse, Frederick (1871-1940) United States 
Composed in 1937, the three movement Sonata does not 
employ recent dissonances but turns backward to an earlier rananti-
cism. The melodies are mostly diatonic and the harmony almost in the 
manner of Brahms. The first movement follows logically and care-
fully the tenets of the sonata-allegro. It is followed by a three 
part slow movement, lyrical in the manner of MacDowell. The finale 
is a rondo, more brilliant than the preceding movements. This is 
more pianistic than the earlier movements. 
Copland, Aaron ( 19QO- ) United States 
The three-movement Sonata was composed from 1939 to 1941. 
The work consists stylistically of blocks of chords with no figur-
ations or passage-work by way of contrast, giving a static quality 
to the work. Both main themes of the first movement are similar 
in style being constructed on thirds. The second movement, a 
scherzo, is built on one principal theme which lends itself to 
various rhythmic changes. This is the movement with the most 
motion for the final movement is an andante in the manner of an 
interlude. There are quotations of themes from the first and 
second movements throughout the andante and its main theme is 
suggestive of the opening chords of the first movement. The final 
movement is the most static of all with no contrast whatsoever to 
the bare chords. 
Cordero, Roque (1917- ) Panamanian 
Trained in the United States under Ernst Krenek, Gordero 
reflects the international style in his Sonatina Ritmica of 1943 . 
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It follows the three usual movements. The first movement is a nervous 
toccata-like sonata-allegro whose first and second themes are both 
motivated by rhythmic ~lses. An adagietto follows consisting of 
one long melodic line over a single pedal point on middle 1'G" and 
its immediate neighbors. The final movement is built on dance rhythms, 
the most prominent being the polonaise at, however, a rapid tempo. 
Dale, Benjamin (1885-1943) British 
The Sonata in D minor (1905) is of monumental length, 
running to 63 pages and is romantic to the core, leisurely moving 
fran theme to theme. Chopinesque arabesques, bravura octaves and 
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tremendous climaxes abound. After an opening movement in traditional 
sonata-allegro fonn, the final three movements are continuous. The 
slow movement is a series of variations of which the fifth, sixth and 
seventh are rapid thus constituting a scherzo. The finale grows out 
of the final variation. The mood, the piano style and figurations 
and the method of developing the variations are similar to that of 
Schumann's Etudes Symphoniques. 
Dallapiccola, Liugi (1903- ) Italian 
The ~natina Canonica dates fran 1946. It consists of 
four movements which are bristling with canonic devices on themes 
of caprices of Paganini. The first movement is an adaptation of the 
twentieth Capriccio, the second, of the nineteenth, the third, of 
the eleventh, and the fourth of the fourteenth Capriccio. Paganini's 
melodic line is adhered to but free countrapuntal voices are added 
which introduce a . sharply dissonant character. The voices clash on 
seconds, sevenths and ninths; there is double counterpoint; a crab 
canon appears in the third movement. The experimenting is not with 
the rhythm which is faithful to the original but, rather, with the 
possibilities inherent in the caprices when modern, intellectual 
devices are applied to them. 
Degen, Helmut (1911- ) Gennan 
Both the Second Sonata in A and the Fourth in C were 
composed in 1945. Each is in three movements, a skillfully 
developed sonata-allegro, a Baroque slow movement and a rondo. 
Degen is motivated by contrapuntal considerations. There are 
motives which are developed against eaCh other; passages in double 
counterpoint appear; there is a sparkling fugato in the final move-
ment of the Second Sonata. The style is eminently pianistic and 
exhibits influences of Schumarm in such devices as several pages of 
dotted rhythms, use of sequence, and pianistic figurations sbnilar 
to those of Schumarm. The harmony is traditional. 
Dello Joio, Norman (191.3::- ) United States 
The Sonata, no. 2, composed in 1943, follows the three-
movement form. A particularly virile theme encompassing wide 
stretches of the keyboard serves as first theme of the sonata-
allegro·. The adagio is built on an ostinato rising to a huge 
climax which is then constrasted by a calmer middle section before 
the ostinato returns. The final movement is lyrical with a contin-
ually running accompaniment. The harmony is tonal but dissonant, 
and the writing throughout is admirably conceived for the piano. 
De Menasce, Jacques (1905- ) United States 
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The brief Sonatina, no. 2, (1945) consists of four move-
ments. The melodic lines are unusually cleverly devised, suggesting 
the melodic lines of Prokofieff by their characteristic of sliding 
from one key to its neighbor a half-step away. The second movement, 
. a scherzo, relies on repeated notes for its motion and moves 
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continually in consecutive fifths. The rondo is brilliant, similar 
in style to that of the Sonatina of Ravel. The main theme of this 
rondo is constructed, as was the scherzo, on consecutive fifths. 
Diamond, David (1915- ) United States 
This Sonatina of modest proportions was canposed in 1935 
when Diamond was only twenty years old. It bristles with imitative 
devices, a particular figuration recurring repeatedly. In the first 
movement, a largo which manages to move almost exclusively in step-
wise motion, two sixteenth notes re-appear consistently. The second 
movement strongly suggests a Bach Invention, while the third is a 
sprightly scherzo with a contrasting canonic trio. The harmony and 
the rhythms throughout are orthodox. 
Dukas, Paul (1865-1935) French 
Dukas' one Sonata composed in 1899-1900 is in the usual 
four-movement form. The Sonata is couched in the expansive, romantic 
t radition, covering 53 printed pages. The themes are broad and state-
ly and move with a considerable grandeur to their climaxes. Every-
thing is brilliantly conceived for the piano without display or 
vulgarism. There are no bravura octaves or hollow arpeggios. The 
Sonata does not employ chromaticism in the manner of Franck, although 
sane of the melodies wander into the key a semitone distant as with 
Franck. After a slow movement of remarkable dignity, there follows 
a brilliant scherzo forshadowing the Toccata of Ravel in its 
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pianistic figurations. There appear devices which Debussy was to use 
but stamp with his own individuality as, for instance, repeated notes 
such as are encountered in his Masques. 
Duti11eux, Henri (1916- ) French 
The four-movement Sonata of Dutilleux was canposed in 1949. 
The Sonata, a leisurely, expansive work conceived in the grand manner 
covers 55 pages and is replete with themes,bridge passages, counter-
themes, all worked out elaborately. The first movement commences 
, 
with a broad theme suggestive of the opening theme of the Faure 
violin and piano ~nata in A major. The harmonies, however, are 
modern. A scherzo-like episode appears, after which the original theme 
re-appears before the second theme, similar to the original theme, 
makes its entrance. A lengthy fantasy serves as development. At 
the conclusion of the recapitulation an elaborate coda is appended. 
The slow movement, a lied, is CCI!lparatively simply harmonized, but 
brings in some polytonality in a more rapid middle section which is 
canonic, in this instance in inversion. The final movement consists 
of a chorale with four lengthy variations; These variations are 
brilliant, the first being built on syncopated rhythms, the second, 
a toccata with many pages similar to Ravel's Scarbo, the third a 
page of impressionism, and the final variant less dissonant and 
extremely rapid and brilliant. 
Eiges, Oleg (1908- ) Russian 
Composed in 1946, this Sonata Toccata, op. 15, suggests 
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in form the Fourth and Fifth Sonata of Scriabin. A slow introduction 
precedes a rapid movement which, as the title bnplies, moves almost 
without pause in a sixteenth-note pattern. This is interrupted by 
a fugue on a subject of wide leaps which is developed in a brilliant-
ly pianistic manner. Following the fugal section, the final six 
pages become more rapid and frenzied in the manner of a Scriabin 
peroration. The rhytluus are regular and the harmony late romantic. 
Einem, Gottfried (1918- ) Austr ian 
In 1947, two Sonatinas, op. 1, were composed. The First 
consists of two movements, sonata-allegro and a series of closely-
knit variat ions on a simple, diatonic theme which, however, is 
treated to involved rhythmic manipulations and bitonal harmonic re-
lationships. The ~econd Sonatina includes a brief sonata-allegro, 
an adagio of a canon of the octave, and a bitonal rondo subtitled 
"Homage a Moussorgsky" which concludes with a bell-effect similar 
to the device Moussorgsky employed in Boris. Since Einem employs 
a linear contrapuntal technique in these works, the harmony is 
bitingly dissonant, but always moves with a relentless logic. Each 
part in itself progresses in an eminently musical manner. 
Engel, Lehman (1910- ) United States 
The three-movement Sonata (1939) follows the classic form. 
The rhythm changes almost from measure to measure and the harmonic 
background is governed by the 1 inear movement of the 1 ines rather 
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than aqy traditional concepts of harmony. The writing is percussive; 
bitonality is used extensively. The freedom of rhythm, choice of 
melodic line and use of percussive chords suggest the style of Bartok. 
Fastofsky, Stuart (1925- ) United states 
This Sonata (1945) was composed by Fastofsky, an 
extremely talented violinist, when he was scarcely more than a 
teen age boy. It follows traditional forms and shows talent but can 
be considered scarcely more than a student work. 
Feinberg, Samuel (1889- ) Russian 
The Fifth Sonata in E minor, op. 10, was cauposed in 1925 
and is strongly influenced by Scriabin. The pages abound in 
chromatic alterations and the melodies move in patterns similar to 
those of Scriabin. The work is in one continuous movement with 
the last section serving as the recapitulation. The mood is generally 
quiet with, however, several "furioso" outbreaks in ·the middle 
section which is marked "quasi una cadenza". The rhythms are 
extremely complicated. For example, within eight measures appear 
these changes: 2/4, 3/16, 3/32, 5/8, 2/4, 3/16, 3/32, and 3/4. 
Ferguson, Howard (1908- ) British 
This three-movement Sonata (1935-1940) is dedicated to 
Harold ~uel with whom Ferguson studied piano. An introductory 
lento, highly dramatic, built on a falling semitone, precedes the 
opening allegro which is constructed on a rising theme similar to. 
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the melodic leaps of ~riabin. The second subject is more tranquil . 
The tonality of this movement is vague but that of the second is 
diatonic in D flat. The finale is again bnpassioned as was the 
first movement built on a sturdy theme which later occurs in 
inversion. The Sonata ends with the same lento passage with which 
it had opened. 
Finney, Ross Lee (19o6- ) United States 
The Third and Fourth Sonata date from 1942 and 1947 
respectively. The Third consists of a brief sonata-allegro de-
veloped in a highly intellectual manner from a stmple opening 
motive. A concise slow movement precedes a scherzo in 7/8 meter 
Which moves lightly and fantastically as a foil to the brilliant 
finale. This final rondo employs scale passages profusely. The 
Fourth Sonata was written to commemorate the War Christmas of 1944, 
attempting to depict sane of the frustrations of that ti.me . The 
first movement is a ~ built on a short, simply harmonized 
melody which is only s lightly varied throughout the movement. The 
second movement, an Invention, commences with two-voiced imitative 
writing which is soon abandoned for figurations more typical of the 
piano idiom. The final movement, a toccata, is, as in the preceding 
Sonata, the tour de force. ~ its wide spacing and its syncopation, 
it resembles the finale of the F minor ~nata of Brahms. 
Fitelberg, Jerzy (1903- ) Russian 
This one-movement Sonata composed in 1933 opens and 
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closes with the same theme, includes an impressionistic slow section 
and an even more compact scherzo episode. The style is Gallic and 
of the linear contrapuntal school. 
Fortner, Wolfgang (1907- ) Gennan 
The Sonatina dates from 1934. For a sonatina, it is 
somewhat extended in length, covering fifteen pages. The first 
movement employs a pedal-point on ''middle D11 for the exten . of a page 
over which a small motive of four notes is gradually expanded until 
it has grown to thirty-two notes. The second theme likewise employs 
a pedal-point, this tbne a major second, and is more percussive 
than lyrical. The slow movement, a Siciliano, is Baroque in style, 
while the rondo is in the spirit of a scherzo. The harmony is 
diatonic and in the romantic tradition. 
Freed, Isadore (1900- ) United States 
The neo-classic Sonata (1933) is in three movements, 
graciously conceived for the piano. The style is always flowing in 
a highly lyrical manner. There are occasional influences of impres-
sionism with the spirit of Ravel much in evidence. The final move-
ment is a brilliant toccata. 
Frolov, Markian (1912- ) Russian 
Dating from 1942-43, this three-movement Sonata, op. 21, 
follows the classic forms. It is romantic in melody and harmony. 
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Admirably set for the keyboard, lyricism is always dominant. The 
second movement introduces several contrapuntal 1 ines to accompany 
simultaneously the rhapsodic melody. These lines are primarily 
pianistic devices to add complexity and tonal coloring rather than 
intellectual parts. The writing is similar to that of Rachmaninoff 
in his Third Piano Concerto where much motion is taking place in 
different parts of the keyboard, not all of which is particularly 
significant. The third movement, a rondo of the form ABA, in-
troduces for the B section a theme harmonically and melodically 
similar to the second theme. of the first movement of Rachmaninoff's 
Second Piano Concerto. 
Fuleihan, Anis (19oo- ) United States 
This two-movement Sonata, no. 1, was composed in 1940. 
It is lyrically romantic, conceived to make the piano sing. The 
first movement is a sonata-allegro and the second a series of vari-
ations both brilliant and musical. The thematic material relying 
upon repetition of a motive is exotic suggesting an orientalism. 
For example, the theme for the variations is built on one measure 
repeated with slight alterations and extensions of the original 
motive. The variations, well-contrasted among themselves, 
culminate in a double-fugue. 
Genmer, Harald (1903- ) Gennan 
The Sonatina of 1940 consists of four movements as 
expected with, however, a three-voiced fugue in the place of the 
final rondo. It is in the same general style of the Sonata which, 
of course, is more pretentious. The four-movement Sonata (1942) 
in each of its movements suggests styles and idioms of earlier 
composers. The first movement is Brahmsian, employing cross 
rhythms, relying on octaves, and a full, thick bass . The second 
theme is a particularly rich, romantic outpouring . The second 
movement, marked langsam, is a series of variations on an austere 
theme. Large chords support this bleak melody, growing ever wider 
as the movement continues. The scherzo, a whirlwind, moves 
almost exclusively in unisons in the manner of the finale of 
Chopin's B flat minor Sonata. The finale is, as in the Sonatina, 
in the form of a f ugue suggesting in its fullness of writing a 
Busoni transcription of a Bach. fugue. The subject is powerful 
and the movement is developed by means of forceful climaxes. 
Throughout much of this movement, three staves are employed to 
contain the thick writing. The style utilizes octaves and unisons 
in each movement, sometimes doubly three octaves apart. 
Glazounoff, Alexander (186.5-19.36) Russian 
The two ~onatas date from 1901 and are in traditional 
form and idiom. The First, op. 74, is favored in Russian and 
often serves as a competition piece while its companion, op. 75, 
is of more scholarly nature being couched in "cyclict• form, a 
device not favored by the Russian composers, and it ends with a 
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fugue. The subject matter in nationalistic relying on folk-like 
themes. 
Goldschmidt, Berthold (1903- ) Austrian 
This brilliantly written ~nata (1926) follows in the 
tradition of Brahms. For example, the first movement, a sonata-
allegro, strongly suggests many of the figurations found in the 
D minor Concerto of Brahms. The second and third movements are 
traditional, the rondo being particularly successfully conceived 
for the piano. The work bristles with such devices as bassi 
ostinati, canonic imitations, inversions. The harmony is mostly 
orthodox, although a few instances of bitonality appear. The 
rhythms are 1 ikewi se regular even though the first movement does 
employ the unusual meter of 7/4. 
Golubev, Eugen (191Q- ) Russian 
The Fourth ::>onata, op. 22, written in 1946, is set 
in three traditional movements. It is late-romantic in style 
and musical idioms, set in a highly pianistic manner. There are 
interlocking chords, widely-spaced accompanying figurations, 
brilliant scale passages. This i s a long work, covering 58 pages. 
The subject matter itself is the least successful ingredient of 
this sonata, the themes bordering on the commonplace. 
Gretchaninoff, Alexander (1864-1956) Russian 
The modestly proportioned ~econd Sonata, op. 115, of 
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Gretchaninoff composed in 1947 is scarcely more than a sonatina in 
form. The harmony is simple, suggesting the less-daring harmonies 
of fifty years ago. There is no chromaticism, no bitonality, or 
anything more involved than an occasional ninth chord. Of the two 
movements, the first i s a sonata-allegro built on the simplest of 
themes which suggests a folk-song. The development is of the 
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briefest duration. A series of four ·variations ingeniously construct -
ed rhythmically and capped by a fugue serve as the second and final 
movement. 
Griffes, Charles (1884-1920) United States 
In 1918 Griffes composed his three-movement Sonata. 
The harmony is built on impressionistic devices of Debussy, but 
has an individuality of its own. Parallel fifths and sevenths are 
not used, but, rather, passing tones and passing chords which are 
bitonal, give the work its distinct harmonic flavor. The melodies 
are particularly happily chosen. They are subtly devised 
rhythmically and follow unconventional lines melodically. The 
writing is pianistic to a high degree. Griffes understood well 
the lyric possibilities of the piano and so devised his melodies 
and accompanying passages to exploit to the fullest the various 
sonorities of the piano. There is a wide variety of figuration, 
all logically related to each other, yet so constructed as to give 
continual variety and color to the music. The first and second 
movements are joined to each other. While the theme of each 
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movement is different from t he other, there is a strong resemblance 
among the themes, one seeming to evolve from the other. Indeed, the 
second theme of the slow movement is quoted identically for five 
measures in the finale. The forms are traditional classic models. 
Griffis, Ell iott (1881- ) United States 
The four-movement Sonata in A flat was composed in 1919 
and, loosely, follows the usual forms, the rondo being the most 
abstruse. Each movement is further subtitled: The Palace, !.!:!~ 
Lake, The Goblins, The Fete. The Lake, the slow movement, is 
-- ------ --
built over an undulating accanpaniment and.!!:!! Goblins which con-
stitutes the scherzo grows from a rapid figuration. The thematic 
material and harmonic structure throughout are of the most simple 
construction and the craftsmanship and musical technique are 
scarcely more than that of an amateur. 
Haba, Alois (1893- ) Czech 
From 1919 comes this three-movement Sonata. First and 
last movements are as expected while the second fluctuates between 
a slow and a scherzo mood. There are twelve tempo changes from 
lento to scherzo, many of them of only two measures duration; 
the middle scherzo, however, persists for forty-eight measures. 
The writing is highly chromatic, bordering on the atonal. Almost 
every beat modulates, although there are definitely tonal spots 
as the perorations that end the first and last movements which 
perorations are in best romantic tradition. The writing is 
contrapuntal in the manner of the Tristan vorspiel, being developed 
from a stmple motive which proceeds in an almost continual line. 
There are very few rests in any of the parts, all of which· move 
orchestrally. In fact, the sonata which is unpianistic would 
probably sound more effective in an orchestration as the inner 
voices would then have different tone colors. 
Halffter, c. (1918- ) Spanish 
This one-movement Sonata of 1953 is set in sonata-allegro 
form with an unusual exception. It COIII11lences in the key of A 
major and, after a page, modulates to E major without, however, 
introducing a second subject. This section is designated to be 
repeated, after which there is a brief development and the intro-
duction of what may be considered to be the second subject. Again, 
there is a full cadence in E major and the entire exposition is 
to be repeated. Then follows a more extended development and the 
usual recapitulation following the normal k~ sequence . The work 
is simple pianistically, relying almost exclusively on thirds in 
the upper parts with simple chords in the bass. The style is 
that of the linear contrapuntalists which results in SCIIle bitonal 
, 
clashes. The usual cliches associated with ~anish music, the 
dance rhythms, the triplet figurations in the melodic line, the 
sentimentality of the themes, are completely lacking in this work. 
The rhythm is constantly changing throughout. 
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Halffter, Ernesto (1905- ) ~anish 
Halffter • s Sonata in D was cauposed in 1934. It is in 
one movement divided into three sections, the first and last 
being similar with a fugue as the contrasting middle section. The 
melodic content is built on typical Spanish rhythms and intervals. 
There are instances of bitonality, particularly in the fugal 
section. The results are highly dissonant linear counterpoint. 
Harrison, Lou (1917- ) United States 
The "Six Sonatas for Pianoforte or Cembalo", canposed in 
1943, recapture the idiom and spirit of Scarlatti. Each is 
bipartite and consists of one brief movement. The interest centers 
in the pianistic figurations which copy the rhythmic variations, 
the crossing of hands, the brilliant effects of ~arlatti's 
Sonatas. The harmony throughout is simple, never dissonant. 
Harris, Roy (1898- ) United States 
Composed in 1931, this Sonata stands as op. 1. A pre-
lude consisting of masses of chords pitted against each other 
serves as the first movement which movement follows no fixed form. 
The second movement consists of a series of variations over a 
basso ostinato and the finale is a scherzo built on folk-like 
themes developed in the manner of a fugato. The rhythms of the 
final movement are particularly invigorating and complex. The 
harmony abounds in bitonality throughout and there is much writing 
consisting of masses of chords which are treated percussively. 
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The most readily approachable movement is the second which is built 
on a melody more orthodox than those of the other movements and 
more suited to the piano's limitations. 
Helfer, Walter (1896- ) United States 
The three..:movement Sonata was composed in 1931. Of 
contrapuntal texture, its opening suggests a Sebastian Bach 
Invention. The form of this opening movement is not that of a 
sonata-allegro, rather being divided into two-parts, the second 
part repeating the initial theme transposed, however, to a new key 
(B flat-G). The finale uses the same contrapuntal idiom of the 
first movement employing, in this instance, more brilliant effects 
such as chords, an.d, finally, octaves. The middle movement in its 
simple, calm pace and manner of writing suggests the Rococo with, 
of course, modern harmonizations. 
Hindemith, Paul (1895- ) German 
These three distinguished Sonatas were composed in the 
United States in 1936, standing as a pinnacle of sonata composition 
in this century. The sonatas offer new solutions to the usual 
forms. The First Sonata consists of five movements: (1) two 
pages in no set form, (2) a three-part march constructed on the 
rhythm of a doubly-dotted note, with a faster middle section, 
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(3) a free movement composed of differing musical ideas at different 
tempi and styles, (4) a section similar in spirit to the opening 
movement and (5) a rondo form. It is to be noted that there is 
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no sonata-allegro in these five movements. In the Second Sonata, 
the usual form prevails, the second movement being a scherzo, while 
the Third commences with a sonata-allegro in which the second theme 
precedes the first in the recapitulation, is followed ~ a terniary 
scherzo, by a moderately fast movement of the form ABA.c and, finally, 
by a four-voiced fugue which is answered in the classical manner, 
not at unusual intervals as in the fugues of his Ludus Tonalis. 
There are many fourths and fifths in the sonatas which give an 
archaic effect. While the lines follow their own logical progression 
and make momentary harmonic clashes, the works are tonal. They are 
developed in best sonata tradition, a motive serving as the germ 
from which the movement grows. The writing is idiomatic to the 
piano, never indulging in shallow di~l~, although the scherzi 
movements and final fugue are brilliant pieces of writing with the 
musical idea, however, always of prime importance. 
Hovhaness, Alan (1911- ) United States 
PUblished privately in 1938, the Sonata, op. 22, is 
highly colorful, suggestive of the background of Hovhaness 
(Persian and Armenian). While the first movement follows in 
general the plan of a sonata-allegro, it is rhapsodic in its 
choice of themes which employ octave passages in unison ranging 
from the highest to the lowest registers of the keyboard. Harp-
like passages alternate with the octaves. Similar passages re-
appear in the finale alternating with heavy chords. The second 
movement is a scherzo which illustrates his use of exotic scales. 
In this instance, there is a surious relationship between minor and 
augmented seconds. 
Husa, Karel' (1921- ) German 
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This recent (1952) Sonata, op. 11, is a work of originality 
and power . An adagio introduces the sonata-allegro which is con-
structed around a motive (B, A, B flat, C) which recurs throughout, 
serving as the basis for the second theme. The slow movement 
employs a folk-like theme of contrasting simplicity to the themes 
of the first movement. The rondo, a tour de force, is preceded by 
a largo and ends with a long cadenza in which the opening adagio 
re-appears. The writing is always highly pianistic, suggesting the 
styles of Liszt, Ravel of the ~ _2'~ and middle-Bartok. There 
are interlocking octaves, octaves moving in divergent melodic lines, 
a glissando at the interval of a minor second, arpeggios and co~ 
tinual motion. While the sonata is tonal, there are frequent spots 
of bitonality and even atonality created b,y the contrapuntal 
technique involved. A fugato of four voices appears in the rondo. 
Ives, Charles (1874-1955) United :::.tates 
The "Three-Page ~onata" (which takes twelve printed pages) 
follows the form of two pages of introductory allegro, free in form, 
followed by an adagio constructed on a ground motive, and an allegro 
in march time which adheres to the classical sonata-allegro. The 
opening allegro dispenses almost entirely with bar lines, giving 
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rise to complicated polyharmonies and polyrhythms. For the adagio, 
Ives jokingly suggests: WBetter to have another player or bells-
celesta for top". The finale employs ground motives, meters that 
continually change from duple to triple rhythms and dissonant 
chords involving seconds, ninths in great profusion. 
The more extended sonata is the ~econd subtitled: 11Con-
cord, Mass., 184D-1860n, begun in 1909 and completed in 1915. Ives 
chose four of the famous Transcendentalists, Emerson, Hawthorne, 
the Alcotts, and Thoreau and wrote that his work is: ttan attempt 
to present one person's Ulpression of the spirit of Transcendental-
• II 1sm •••• The first movement, Emerson, is the most abstruse and 
difficult to follow. It consumes fifteen minutes of performing 
time and attempts to capture an almost mystical mood. The second 
is an extended fragment, attempting to suggest the fantasy of 
Hawthorne's personality. The third movement is simpler, intro-
ducing fragments of Revival Hymns into the previously complex web 
of dissonance. the fourth movement attempts to depict the love 
of nature as expressed in Thoreau's prose. The Sonata abounds in 
complicated polyrhythms and polyharmonies that do not fall into 
the usual classifications of Western music. 
Jarnach, Phillip (1892- ) French-born; 
German since 1921 
Composed in 1952, the Second Sonata consists of a 
sonata-allegro,. slow movement and rondo. The first movement 
contrasts an atonal first theme (the sonata is not atonal but the 
first theme happens to employ a tone-row) with a diatonic second 
theme. The first theme is developed in an involved linear 
contrapuntal manner, while the second consists of solid blocks of 
simple har.monies. The second movement has several atonal sections. 
The final movement is brilliant in the manner of a Chopin ~herzo. 
It is constructed on a simple diatonic motive (C sharp-F sharp- F 
sharp an oct ave lower). The gay mood is interrupted by a slower 
section of funereal ponderousness. The harmonic patterns of this 
final movement are simple, diatonic chords in marked contrast to 
the dissonance of the first two movements. 
Jemnitz, Alexander (189o- ) Hungarian 
This three-movement Third Sonata, composed in 1931, is 
characterized in the end movements by a staccato, nervous manner 
that moves almost continually in the style of a toccata. The move-
ments are traditional as to form. The melodic lines are complex 
rhythmically, many unexpected s,yncopated notes appearing, the 
meters altering in the last movement fr<n measure to measure. In 
this respect, it is reminiscent of the rhythms of Bartok. The 
harmoey is built on chords canposed of fourths. Unusual melodic 
treatment occurs in the £irst movement which utilizes the exotic 
scale built on E to E with a minor second and a major third. 
Jervis-Read, H. V. (1883- ) British 
This Sonata (1934) is divided into three movements, a 
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sonata-allegro, the best of the movements, a less-distinguished 
wltz,-like middle movement, and a final movement free in form, 
lentemente and dramatically impassioned. The first movement is 
ingeniously built on a simple theme which appears in varying 
guises such as canon. In the final movement a theme of romantic 
fervor is developed in a richly pianistic manner rising to a 
forceful climax. Harmonically, the sonata is conservative using 
nothing more than ninths. 
Jokl, Otto (1891- ) Austrian 
A pupil of Alban Berg, Jokl dedicated his one-movement 
Sonatina, op. 21, to his teacher. It consists of a theme and 
five variations with a coda. Harmonically, it is extremely 
chromatic in texture, in spots becoming atonal, and has little 
rhythmic variety. The Sonatina is orchestral rather than 
pianistic in its conception. 
Josten, Werner (1888- ) United States 
Composed in 1937, this one-movement Sonata is divided 
into three sections which are in the usual tempo arrangement 
of fast: slow: fast. The writing is sparse, tending towards the 
angular. Nowhere are there any of the passages and figurations 
designed to make the piano sing. Rather, the sonata moves in 
blocks of chords or with a tremolo accompaniment over a meloqy. 
Kabalevsky, Ilnitri (1904- ) Russian 
The two Sonatinas of op. 12 are designed primarily for 
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instruction but are successful as works of art. Each follows 
traditional forms, three movements for the first and four for the 
second. The Sonatas are of considerably more stature. The First 
is unknown in this country but the ~econd and Third composed in 
1946 and 1947 respectively enjoy a popularity. Each is in three 
movements of classic form. The harmony is conservative with, 
however, frequent modulations to a key a semitone above or below. 
Rhythms are uncomplicated. The writing is highly idiomatic for 
the piano, treating it as a virtuoso instrument. As with 
Prokofieff, the developments are particularly distinguished both 
musically and pianistically. 
Kilpinen, Yrjo (1892- ) Finnish 
This Sonata, op. 85, was composed in 1943 and consists 
of three movements: sonata-allegro, slow movement and rondo. 
Kilpinen vas German trained and composes in Teutonic manner. 
There are, however, certain twists of the melodic line that sug-
gest a Northern color not dissimilar to Grieg. There is, 
curiously, an introduction of pentatonic harmony in the last move-
ment which adds a further exotic coloring. The harmony is 
traditional. 
Krenek, Ernst (1900- ) Austrian 
An early Sonata, op. 2, dates from 1919, a Second, 
op. 59, from 1928 and a Third from 1943 after Krenek had 
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emigrated to the United States. The Second Sonata is comprised 
of three movements, a sonata-allegro, march and sonata- allegro. 
The first movement is built on a theme of waltz character, the 
second is an energetic march on dotted rhythms in the manner of 
Schumann and the final movement is brilliantly developed in the 
style of Liszt. This ~nata is tonal although the harmony is 
often extremely dissonant with examples of bitonality. 
Krein, Alexander (1883- ) Russian 
The one-movement Sonata of Krein follows the model 
established by Liszt in his Sonata. The style leans likewise 
heavily on Liszt with huge chords, arpeggio-passages, and massive 
sonorities built-up by repeated chords. The ~nata is orchestral, 
taxing to the utmost the resources of the piano. The melodic 
. lines, characterized by upward leaps, show a strong influence of 
Scriabin as does the mood of the entire work. 
Kubik, Gail (1914- ) United States 
Composed in 1941, the brief four-movements of this 
Sonatina include only the barest essentials. There is no padding, 
no extraneous matter for mere effect. The work is characterized 
by considerable rhythmic freedom and a rugged energy. The move-
ments are traditional, the scherzo being unusually animated. The 
slow movement is Baroque in style, built on canonic imitation, 
and is followed by a brief toccata. The harmony, at times 
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bitonal, relies on open fifths as well as fifths in sequence, which 
give an archaic effect to the music. 
Lambert, Constant (1905-1951) British 
In this ~nata (1930) , the rhythms are of paramont 
interest. Each melody and every episode are built on rhythms 
obviously inspired by American dance music. The work is divided 
into t hree movements, the first a vague sonata-allegro, the second 
a nocturne which contrasts a "Blues" slow theme with a rapid 
middle section, and a rondo. The harmony utilizes chords of the 
thirteenth with particular emphasis on elevenths. The style 
strongly suggests the piano idiom of Gershwin even to particular 
figurations. 
Liebermann, Rolf (1910- ) Swiss 
This atonal Sonata dates from 1951 and falls into four 
classical movements, the third being a minuet. While the Sonata 
is atonal, it does not employ the twelve-tone technique. There 
are brilliant pianistic effects in the first movement such as 
interlocking chordal passages and chords widely spaced over the 
keyboard. 
Lopatnikoff, Nicolai (1903- ) Russian 
The First Sonata was composed in 1943, follows the 
usual three-movement form, and is admirably pianistic throughout. 
The figurations are Chopinesque and so devised as to make the 
piano sing, although a vastly different singing from that of 
Chopin. Numberous dbuinished octaves occur, to quote but one 
difference. The opening theme of the first movement consists 
of sixteenth-note passages which are typical of the motion of 
the entire movement. Only two pages of the thirteen pages of the 
sonata-allegro do not move in a continual sixteenth-note pattern. 
MacDowell, Edward (1861-1908) United ~tates 
The four ~natas of MacDowell are the first distinguished 
works in this form to appear by a composer from the United States. 
The first two were composed at the end of the last century and 
the Third and Fourth in 1900 and 1901 respectively. · They are 
highly romantic in every way, harmonicatly, melodically, 
emotionally. Both ~atas follow the usual three movement form 
adhering carefully to the classic sequences of key relationships 
among the various sections. The thematic material has a certain 
folk-like quality, although the themes were MacDowell's creations. 
These Sonatas have the same regional-nationalistic qualities as 
do the early ~ymphonies of ~ibelius or the Sonata of Grieg. 
MacFadyen, Alexander (1879- ) United States 
This four, traditional movement Sonata (1921) is well-
written for the piano, being so devised as to bring out the 
singing qualities in best romantic tradition. In style it stems 
directly from the :::.Onatas of Brahms. There are octave passages, 
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interlocking octaves, Chopinesque arabesques, a page of Lisztian 
cadenza. The finale is built on a harmonically simple theme which 
suggests the finale of ~humann's Etudes Symphonigues. 
Maganini, Quinto (1897- ) United States 
The four-movement Sonata was composed in 1929. Each 
movement is subtitled: Crags, Night, Daybreak, and Frogs 
respectively, the titles indicative of the impressionistic tone-
painting. The first movement, sonata-allegro in form is 
characterized with the exception of the second theme by a running 
figuration in the left-hand which is more orchestral than pianistic. 
The second theme is built on parallel fifths. The adagio moves 
languidly in impressionistic vein and might be coorpared to Night 
of Charles Griffes. It is less-successful. The finale is a 
Wfoccata-burlescan, achieving brilliant effects. 
Mainardi, Enrico (1897- ) Italian 
While Mainardi is primarily a cellist, he composed in 
1941 a Sonatina for piano. A miniature sonata-allegro precedes 
a brief adagio which consists almost entirely of a single melodic 
line which l~s better for the cello than the piano, and a brief 
rondo which is characterized by repeated trills in the accompany-
ing parts. The Sonatina is tonal, rhythmically regular. 
Miaskowski, Nicolas (1881-1950) Russian 
The Fourth ~nata, op. 27, was written in 1925 and 
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revised in 1947. There are three movements, a sonata-allegro 
preceded by a slow introduction, a series of variations on a 
theme in the style of a sarabande, and a brilliant, toccata-like, 
rondo finale. The revision is more brilliant technically and 
introduces more dissonant harmonies. The development of the 
first movement is built upon a fugue as is the fifth variation 
of the slow movement. The ~nata in B, op. 64, no. 1, is simpler, 
both harmonically and technically. The themes are lyrical and the 
accompaqying parts are designed to bring out the singing qual ities 
of the piano. The Sonat a consists of the ust:tal four movements, 
the t hird being a scherzo in the fonn of a 11 song with trio 11 , 
the trio of which is, again, a fugue. The harmony is in the style 
of early Scriabin. The last movement suggests strongly the 
influence of the finale of Chopin's B minor Sonata both as to 
form, melodic-line, and figurations. The similarities are too 
marked to be coincidental. To be noted is Miaskowski•s pre-
occupation with the fugal form. In addition to the instances 
quoted above, fugues occur as the first movement of his First 
Sonata and as the development of the Third. The writing is always 
admirably pianistic in best romantic vein. 
Milhaud, Darius (1892- ) French 
The Second Sonata was composed in California in 1949. 
The four movements, alerte, leger, doucement, and rapide consist 
of unrelieved counterpoint, more often than not of only two 
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voices. The opening theme, a long melody uninterrupted by rests, 
suggests a Baroque melody by its length and complexity. This 
movement has no contrasting themes and is more akin to a rondo 
form than any other. The main idea recurs several times, although 
the intervening episodes are similar in character and difficult to 
distinguish from the original theme. The second movement for the 
most part is in two-voiced counterpoint as are the third and 
fourth movements. All of the movements are loosely constructed 
rondos in like style with the exception that different speeds 
are indicated for the different sections. There is some slight 
rhythmic alteration occurring in the final movement to relieve 
the sameness. 
Ornstein, Leo (1895- ) United States 
A few minor seconds and sevenths do not disguise the 
frankly romantic fervor of this Fourth Sonata (1924). Pages 
appear that stem directly from the Chopin of the Nocturnes. The 
opening theme of the first movements is serene in best romantic 
tradition. Ravel had paved the way by the minuet of his Sonatina 
for the classic minuet of this Sonata. A slow movement of long 
melodic line suggesting a Baroque meloqy is followed by a 
pianistically brilliant rondo on a theme first given out for the 
duration of two pages in triads. Later, Chopinesque and Lisztian 
arabesques appear. 
534 
Polovinkin, L. (1894- ) Russian 
This three-movement Fourth Sonata, op. 18, (1927) is 
romantic suggesting the idiom of Rachmaninoff. The movements are 
orthodox as to form. A vigorous subject for opening theme serves 
as the idea for a lengthy development before a more tranquil 
second subject enters. The slow movement is highly chromatic 
which is dispelled in the middle part by a contrasting section 
of brighter diatonism. The rondo on an extremely gay theme ends 
brilliantly. 
Poot, Marcel (1901- ) French 
This neo-classic Sonata of 1927 adheres admirably to 
the simple approach exemplified in Ravel's Sonatina. Emphasis 
is completely on music and all extraneous matter or any suggestion 
of padding merely for pianistic effects is completely shunned. 
The three movements are concise and consist of a sonata-allegro, 
an andante in U/4 meter which turns into a "Minuet antique•• for 
a brief middle section, and a finale which commences in 12/8 
rhythm suggesting a gigue, but soon changes into a 5/4 meter and 
becomes more lyrical. The harmon! c structure throughout is 
stmple. The effect is archaic, employing nothing more dissonant 
than ninths in a simple harmonic pattern. Bitonality is intro-
duced infrequently for the duration of two measures or less. 
Porrino, Ennio (1910- ) Italian 
The Sonata Drammatica in Re minore, op. 35, was composed 
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in 1949 in Naples. It is an eclectic work depending upon Debussyan 
influences for its first movement, Chopin arabesques for its second 
which is then interrupted by a Lisztian cadenze replete with 
octave passages, interlocking chords, arpeggios and chromatic 
scales. The form is free, the first movement being a 11Notturno 11 
built on several tmpressionistic motives, the second a free rondo 
and, finally, an adagio in the manner of a funeral march . The 
harmony is diatonic with sane portions observing parallelism; the 
rhythms are orthodox. 
Powell, John (1882- ) United ::>tates 
The Sonata Noble was composed in 1921 and is constructed 
on Anglo-Saxon folk-song idioms. It consists of a sonata-allegro, 
series of variations, minuet and rondo. The themes are lyrical, 
that of the first movement being reJ~iniscent of the Brahms • A 
major violin and piano :;,onata. The entire Sonata moves in a 
traditionally romantic vein. The second movement, the variations, 
again brings to mind the Brahms of the 11Haridel" Variations . The 
minuet is strictly classic in melody and form and is followed by 
a spacious rondo which in its leisurely pace and romantic melodic 
line suggests a Schubert rondo. This theme is built on the 
rhythms of the Anglo-Saxon folk-song. 
Prokofieff, Serge (1891-1953) Russian 
The First Sonata in F minor, op. 1, was composed while 
Prokofieff was a conservatory student of eighteen. It is in one 
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movement, a sonata-allegro, which slows somewhat in its middle 
section to give a hint of a slow movement. It is not, however, 
a real slow section as it moves too rapidly. The work is 
brilliant, abounding in Lisztian pianistic devices. The Second 
Sonata in D minor, op. 14, was composed when Prokofieff was 
twenty-one .· This work follows a traditional four movement plan. 
The first movement, a sonata-allegro, commences innocently enough 
in simple diatonic harmonies only to dissolve in the eighth 
measure into dissonant seconds. A waltz melody serves as the 
second theme. The development commences with this second theme 
over a chordal bass descending a semitone in each measure. The 
development is more pianistic than intellectual and is far removed 
from the magnificent developments of the Sixth, Seventh and 
Eighth Sonatas. The second movement, a scherzo, is witty, 
whimsical, sati rical. The melody is widely scattered over the key-
board and is characterized by a chordal accompaniment ascending 
and descending in such a manner as to create maqy minor seconds. 
There are fewer examples of this characteristic in later works. 
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The third movement, an andante, is more cerebral than emotional. A 
middle section in 7/8 meter abounds in polytonal dissonances. Again, 
as is characteristic, a middle voice moves by semitones creating 
biting dissonances. A rondo ends this Sonata. Like the scherzo, 
this is in a humorous vein, using a lilting melody as the main 
theme. The rondo is interrupted to repeat for three times the 
beginning of the development of the first movement before returning 
to the original theme. 
The Third Sonata (From Old Notebooks), op. 28, was 
Sketched in 1907 and revised in 1917, five years after the Second 
~nata. It is more in spirit and style with the First ~nata 
than the ~cond. There is one movement with contrasting middle 
sections, the final section ending with the original theme, thus 
giving i t the form of the Liszt ~nata. A nervous, pulsating 
rhythm divided between the two hands keeps the first section in 
feverish excitement. This is followed by a moderato with a run-
ning, chromatic middle voice. The idea is afforded further treat-
ment appearing in octaves in the bass and rising upwards to the 
next to highest B flat on the keyboard. The original theme 
returns to be followed by a brilliant coda bringing the sonata 
to an exciting end. The Fifth ~nata in C minor, op. 38, was 
composed in 1923 and belongs in style to the ~econd rather than 
the vigorous First or Third ~natas. Its characteristic is that 
of humor. The opening theme is of guileless sbnplicity which 
scarcely suggests the sophisticated manner in which this theme 
is later treated. The movement is quiet with only a few, brief 
loud passages, and these occur in the high registers. There are 
numerous instances of bitonal i ty. The second movement is an 
andantino in which the lower parts move by a semitone supporting 
a sophisticated melody. This Sonata is not published and was 
available only through a photostatic copy from the original. 
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A period of sixteen years elapsed after the Fifth Sonata 
before Prokofieff composed his Sixth, op. 82, completed in 1939 
and published in 1941. Of the four movements, the first and last 
are traditional, a sonata-allegro and a rondo. The middle move-
ments are closer akin to the spirit of a suite than a sonata, 
being, respectively, a march and a waltz. The opening theme of 
the first movement is polyharmonic and of a marked vigor. After 
a brilliant climax, a serene second subject enters which is 
diatonic and in direct contrast to the involved cross-harmonies 
of the opening theme. The development is brilliantly conceived, 
utilizing in a logical and seemingly natural manner the material 
of the exposition. The recapitulation is brief, appearing in 
truncated form. The second theme appears in augmentation, but not 
in its entirety, and is followed by a brief coda. The march is 
the sardonic Prokofieff familiar from previous efforts in this 
vein. A contrasting middle section in B flat major is of more 
serious quality but dissolves before long into the flippancy of 
the opening subject. The third movement suggests a Viennese 
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waltz with its sentimental, nostalgic melody and its lush harmonies. 
The middle section is something of a different order consisting of 
involved linear contrapuntal lines which, in turn, is followed by 
the return of the original waltz in a more dazzling arrangement 
without, however, any meaningless figurations. The finale is 
introduced by a theme which is a rhythmic transformation of the 
opening themes of the first movement. A diatonic theme, simply 
harmonized, immediately appears and serves as a foil to the whi r l-
wind first theme. At the end of the movement, momentarily breaking 
the toccata-like motion, appear six repetitions of the same 
figuration that occurs in the opening of Beethoven's Fifth Symphoqy. 
The Seventh Sonata (1939-1942) is divided into three 
intense movements, sonata-allegro, andante and three-part rondo. 
It is polytonal. The developnent is particul arly dissonant and 
correspondingly exciting. The opening notes of the first theme 
occuring in unisons set the mood of unquietness that is to prevai l 
t hroughout this movement. The bridge theme is unusually engaging 
while the second theme is polytonal, developed contrapuntally. In 
the recapitulation the opening theme is omitted. The ingratiating 
bridge passage and the languorous second theme return to be 
followed by a precipitous coda. The slow movement commences with 
a theme strangely sentimental in a work as astringent as this 
Sonata. The mood changes, however, to complicated counterpoint 
which is interrupted by a bell-like passage which is a remarkabl e 
piece of bitonal writing and highly suggestive of bells. The 
finale is the l east ingrat iating movement as the piano is treated 
percussively throughout in a nervous, insistent meloqy in 7/8 
meter . Between the second and third repetition of the theme occurs 
a middle section which is equally nervous. This movement is a 
toccata and progresses with its hammer-like insistency without a 
pause. The final reiterat ion of the theme is scored brilliantly 
and brings the Sonata to a rousing conclusion. 
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Op. 84, the Eighth Sonata, bears the dates 1939-1944 and 
thus was started at the time of the Sixth and Seventh but was not 
completed until a year after the ~eventh. The work is the longest, 
the most lyrical and joyous in· character of this trio of Sonatas. 
The first and last movEments are broad and expansive, unfolding 
their thEmes gradually and in a leisurely fashion in sharp con-
trast to the tense, dramatic themes of the ~enth ~onata•s first 
movement. The middle movement is tranquil throughout, strongly 
reminiscent of the minuet of his "Classical ~ym:phony11 • It never 
rises above a forte and is again in direct contrast to the intense 
middle section of the corresponding movement in the preceding 
!::>onata. The entire :c>onata is eminently pianistic in the Chopin-
~humann sense, certain passages owing a considerable debt to 
their styles. The opening theme, for example, looks like a page 
from ~chumann insofar as figurations are concerned with, however, 
Prokofieff's own harmonic background. Many measures are treated 
sequentially in this movement, often suggesting ~humann. The 
final movements, a toccata, is a brilliant rondo whose middle 
section consists of a waltz. 
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This group of sonatas constitutes one of the most success-
ful outputs of this century in any form of music. 
Rachmaninoff, Sergei (1873-1943) Russian 
The First :c>onata dates from 1907 and is programmatic 
on the Faust legend. The first movement is entitled Faust, the 
second, Gretchen, and the last, Msehistopheles. Sbnilar in style 
but more successful is the Second Sonata in B flat minor, op. 36 • . 
It was composed in 1913 and completely revised in 1931. There are 
the usual three movements joined by short bridge passages. This 
Sonata is primarily a work that exploits the singing qualities of 
the piano, abounding in climaxes, highly pianistic figurations such 
as interlocking chords, harp-like arpeggio passages, wide-spread 
chords. The slow movement is built on a melodic line typical of 
the romantic themes Rachmaninoff composed and it rises to one of 
those climatic heights he was so adept at creating. The movement 
ends serenely with a series of chords reminiscent of the ending 
of the slow movement of the Second Piano Concerto. The last move-
ment is a brilliant rondo. The rhythms and harmonies are late 
romantic steming directly from Tchaikowsky. 
Raphael, Gunter (1903- ) German 
The Second Sonata, op. 38, of 1939 consists of three 
movements, a condensed sonata-allegro, Baroque slow movement, and 
rondo. This is a sonata in romantic vein and everywhere the 
influence of Schumann is apparent. There are chordal passages 
similar in spirit t o the Carnaval as well as the second movement 
of the Fanta!Y; there are duple rhythms interspersed in triple-
metered measures; there are sequences same of which in the last 
movement even EZploy the same melodic line used by ~humann. The 
Sonata is written graciously for the piano, treating it highly 
lyrically. 
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Rathaus, Karol (1895- ) Roumanian 
The Third Sonata of 1928 consists of a sonata-allegro, 
scherzo, fugue and rondo. The themes are widely spaced over the 
keyboard in the manner of Brahms. The general aspect of the 
harmony is tonal and orthodox. The fugue of the third movement 
is answered and developed in the classical tradition, the subject 
later appearing in augmentation. It is constructed in a highly 
pianistic manner and rises to a huge climax. The last movement 
is · built-up to a brilliant cltmax just as the fugue had been 
being developed from a simple ground motive. There are trills, 
octaves, scale passages present in the Lisztian tradition. In 
both the exposition and recapitulation of the first movement 
there are Lisztian cadenzas. 
Ravel, Maurice (1875-1937) French 
The Sonatina composed in 1905 abounds in harmonies that 
were revolutionary in their time. There are three brief move-
ments, a sonata-allegro, minuet and finale, more extended than 
the other movements and also in sonata-allegro form. In the 
first movement, only the barest essentials are present. The 
usually discursive Ravel is here abrupt almost to a point. The 
second theme, for example, consists of only seven measures with 
not one extraneous note present. The developnent is a marvel 
of logical developnent. The main theme which was characterized 
by a drop of a fourth serves as the basis for the first part of 
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thi s development. The recapitulation appears as it should with a 
second theme occuring in F sharp major (the key of the Sonatina) 
and the movement ends after a brief coda an the chord of the added 
sixth, then a novelty. An austere minuet moving with stately, 
archaic dignity serves as the second movement. The opening theme 
of the first movement canmenced and was identified by a downward 
leap of a fourth; this movement reverses the procedure and grows 
fran an upward leap of a fifth. After a fortissimo passage 
culminating in four measures of repeated F minor chord, a sudden 
modulation to F sharp minor harmony ushers in the return of the 
original theme. The finale is the movement of most bre;v:ura and is 
constructed on a theme which, again, commences with the upward 
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leap of a fourth. Parallel fifths and octaves occur, not exotically 
as Debussy employed them, but in a manner that seems to belong 
exactly to the archaic mood that Ravel is evoking. A remarkable 
ground motive on the descending notes of A, G, E persists for 
thirty-five measures with the meloqy appearing both above and below 
this motive. The movement ends with a fiery coda of a pagets 
duration consisting of parallel fifths and octaves in sequence. 
This Sonatina has remained one of the glories of the French 
repertoire. It follows in the best classical tradition of 
Couper in. 
Ruyneman, Daniel (1866- ) Dutch 
This neo-classic Sonatina of 1917 is couched in three 
brief movements. The first movement is just so many pages fran 
the Sonatina of Ravel, the harmonies of ninths and el evenths 
following each other in patterns almost identical with those first 
devised by Ravel. The !>onatina is logically developed and is a 
splendid example of ~ressionism cast in classic molds. 
Salmhofer, Franz (190D- ) Austrian 
Composed in 1950, this Sonata follows the classic three-
movement form. It employs diatonic harmonies which create mildly 
dissonant sounds through the contrapuntal progression of the 
voices. The main theme of the first movement is constructed on 
a descending C major arpeggiated motive while that of the rondo 
is built over broken stepwise-ascending C major triads. The work 
is idiomatically conceived for the piano without introducing any-
thing controversial or startling• Of all the recent sonatas 
examined, this is the most conservative. 
~chaporin, Yuri (1889- ) Russian 
The First ~nata, op. 5, dates from 1924 and follows the 
usual four-movement form. It is orthodox both in harmonic back-
ground and melodic line. The work is brilliantly written for the 
piano somewhat in the style of Rachmaninoff. There are massive 
chords in the first and last movements. The second movement is 
in the manner of a Berceuse and in style is reminiscent of Chopin. 
There are graceful ornaments in the upper voice and the left-hand 
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accompanies with scale and arpeggio figurations similar to the bass 
of a Chopin Nocturne. The scherzo wavers between 3/4 and 2/4 meter, 
every third measure changing. The trio of this movement is built 
on fourths and fifths. The last movement likewise is continually 
altering among 3/8, 5/8, 6/B, 9/B, 2/4, and 3/4. 
In 1927 ~chaporin composed his ~econd Sonata, op. 1, which 
is similar in structure and style to the First. For both these 
works he used themes from his dramatic works for which he is more 
widely known in Russia than for his instrumental music. 
Schroeder, Hermann (1904- ) German 
The Sonata in A minor, dating from 1952, is in four move-
ments: Praludium, Fuge, .&..!! and Capriccio. The first movement is 
free in form, brilliant in the manner of a Bach Toccata. The fugue 
observes classic relationship of tonic-dominant subject-answer but 
is developed in free counterpoint. The aria relies on certain 
impressionistic devices as parallel fifths in the bass and a pedal 
point in the upper voices to serve as accompaniment for the theme 
which then appears in the tenor. The final movement is in rondo 
form, brilliantly set for keyboard virtuosity. There is a 
frequent use of fourths in the harm.ol\Y, a close relationship 
between the themes of all the movements and such devices as 
octaves and arpeggiated figurations to make this a displ~ sonata 
as well as a carefully conceived piece of music. 
Schulhoff, Erwin (1894-1942) Czech 
The Second Sonata vas composed in 1926 consisting of 
sonata-allegro, scherzo, slow movement and rondo. The melody 
grows from the harmonic progressions and is less interesting 
than these progressions. In the first, third and last movements 
there is much stepwise motion of seventh and ninth chords. The 
scherzo employs seconds in a repeated pattern suggestive of the 
writing of the early Stravinsky. 
Scriabin, Alexander (1872-1915) Russian 
From the First Sonata composed in 1893 through the 
Tenth written in 1913, there is an absorption in the piano and 
its possibilities to sing. The style gradually evolved into an 
ever more complex web of sound, but even in the First !:ionata 
there is a marked understanding of the capabilities of the instru-
ment. This First ~nata follows the four-movement plan and is 
Chopinesque in style. The !:iecond Sonata (1892-97) op. 19, is in 
two movements, an andante and a presto, a form Scriabin utilizes 
in later sonatas. The Third Sonata appeared in 1898 and, like 
the First, follows a traditional fo~-movement plan. The Fourth 
Sonata, op. 30, of 1903, is probably the most popular in this 
country. It follows a two-movement plan of an andante which is 
not formally developed as to contrasting themes and tonalities 
followed by a fully worked-out prestissimo. His characteristic 
of the frequently rising leap is considerably in evidence. It 
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is this 11Prestissimo volando 1' that is the brilliant movement giving 
this sonata its justifiable popularity. The movement commences 
softly and continually gains momentum, cuiminating in a tremendous 
barrage of sound. There are the usual complicated rhythms of 
four against three, the wide leaps in the melody and far-spread 
bass. The movement is in sonata-allegro form and for the second 
theme allows for a slight relaxing of the tension. This, however, 
is only momentary as the movement continues to gather force. The 
same wild excitement permeates this movement as that of the second 
act of Tristan. There is chromaticism suggestive of Tristan in 
this work, but not to the extent it is found in the German music 
drama. 
The Fifth ~onata, op. 53, composed in 1906, is a-
transitional work, far removed from the orthodox harmonies of the 
first sonatas and pointing directly to the unique harmonies of 
the final five sonatas composed in Scriabin's last years. The 
work is in one movement which, however, is divided into eighteen 
tempo changes from languido to presto. It is roughly a sonata-
allegro but, like the first movement of Beethoven's op. 13, there 
are interruptions in the allegro impetuoso while a l anguido 
intervenes. The main theme is reminiscent of the finale of the 
Fourth Sonata, employing as it does a rhythm of four against six. 
By 1911-12, when ~criabin composed his ~ixth Sonata, 
op. 62, he had arrived at his full maturity as an artist and was 
embarked on his strange harmonic idiom which built chords on 
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fourths, his so-called "mysticn chord. The structure is more 
chromatic than in the previous works. The remaining Sonatas 
become increasingly more abstruse. The Seventh ~nata, op. 64, 
composed in 1911-12, is of one long movement which is roughly 
a sonata-allegro in that there are contrasting themes with their 
return. The rhythm is extremely complicated. Even though bar-
lines are always present, many measures sound barless because of 
the complexity of the rhythms. There are huge masses of chords 
never treated percussively. It is in these later sonatas that 
~criabin introduces his fanciful directions to the performer as: 
"avec une joyeuse exaltation", "avec ravissement at tendresse", 
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"avec trouble", "lum.ineux, vibrante", etc. The harmony is almost 
never diatonic. The Eighth ~onata, op. 68, (1912-13) is much 
longer than the Seventh but similar in construction of one con-
tinuous movement with frequent changes of tempo but no change of 
mood. An ascending figure typical of Scriabin' s later style 
serves as a main theme and is handled in various guises as, for 
example, five voices contrapuntally making this upward progression. 
The frequent use of trills adds to the exotic coloring. In the 
Ninth &>nata, op. 68, of 1912-13, the trills are even more in 
evidence. This Sonata is more closely integrated in mood, 
develoj:lllent of themes, and singleness of tempo than any of its 
predecessors. A comparatively simple theme which is of the 
descending order is contrasted to a Tristan theme of a rising 
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semitone which themes are later combined, the descending theme 
greatly speeded and the interval of the second widened. The 
Tenth Sonata, op. 70, was composed at the same time as the 
Eighth and Ninth and, similarly to them, is of one rhapsodic 
movement. The opening theme is guileless enough but, as in 
the Ninth, is almost immediately (after eight measures) followed 
by a chromati cally rising melody which is developed contrapuntally 
with the original theme. In the last four sonatas, there appear 
rhythms of the utmost complexity. There are many instances of 
different rhythms in three or more parts sounding simultaneously. 
Sessions, Roger (1896- ) United States 
This Sonata falls into the usual three movements 
which are characterized by themes of lyrical quality. Usual 
formal devices of sonata development are used such as working 
out of motives, the extension of a theme by sequential treatment. 
There is reyt.hmic variety throughout as, for example, by means 
of displacing accents between the two parts and making cross 
rhythms . 
Shapero, Harold (1921- ) United states 
Completed in 1944, the three Sonatas fall into the 
classic patterns of for.m. The Second consists of three movements 
while the First and Third are comprised of four. In the First 
Sonata, a minuet appears as third movement and in the Third, 
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a scherzo in rondo form serves as the second movement. Throughout, 
the writing is characterized by a lightness and delica~ of 
figuration reminiscent of the keyboard technique of Scarlatti. 
There are few chordal passages but, rather, frequent crossing 
of the hands, interlocking motives. Without resorting to 
frequent changes of meter, there is considerable rhythmic 
activity brought about by unusual phrase lengths and-placing 
of accents. The sonatas are tonal, the dissonances piquant 
rather than harsh. 
Slepherd, Arthur (1880- ) United States 
The First Sonata in A flat, op. 4, was written 
in 1904. It is in three movements brilliantly conceived for 
the piano. It follows in best romantic tradition, leaning on 
both Chopin and Liszt for its eminently pianistic figurations. 
The broad opening theme of the first movement in its strength 
and expansiveness suggests Brahms. The slow movement is 
constructed on a basso ostinato, .while the last is a spirited 
rondo. In 1930, Shepherd composed a Second Sonata in F minor. 
The opening theme suggests strongly the theme of the finale of 
his earlier Sonata. He introduces an exotic color by the lowered 
and raised fourth of the melodic line. This brief first movement 
has only a short development. The slow movement consists of a 
series of cleverly fashioned variations on a diatonic theme, the 
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first variant being a three-voiced canon. There is one in fleet 
passages of double octaves, a gigue, and, finally, a broad state-
ment of the theme in best Rachmaninoff tradition. A page alluding 
to previous themes introduces the final toccata built on a theme 
of mixed meters in which 3/8 and 4/8 alternate. 
Schenschin, A. (1890- ) Russian 
The D minor Sonata, op . 13, (1926) is composed of but 
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one movement of romantic vein. The writing is well-adapted to the 
idiom of the piano, there being inner voices moving almost continually, 
suggesting a kind of counterpoint and yet being little more than a 
device to give motion to the texture. The thematic material and the 
involved rhythms stem directly from Scriabin. 
Shostakovitch, Dmitri (19o6- ) Russian 
The First Sonata, op. 12, was composed in 1935. This 
Sonata is in one movement with two di sti nguishable themes that 
re- occur. Th~ are treated to alterations of the intervals of 
the melodic line and are rhythmi cally changed. In the iddle 
of the Sonata, these themes are combined with a percussive 
accompaniment above. There are £requent changes of meter: 
3/4 to 4/4 to 5/4 to 7/4. Most of the Sonata is percussive, 
sometimes with changes of harmony on each eighth note. In the 
finale, there are chromatic scale passages, octaves, and glissando 
octaves. Harmonically, there are frequent examples of diminished 
and augmented octaves and a diminished fifth along with an aug-
mented fifth. 
The Second Sonata, op. 64, (1943) foilows the three-
movement form. There is an appealing simplicity to this Sonata. 
The second movement utilizes a slow waltz which wanders 
unexpectedly to the key the semitone above or below. The last 
movement employs a theme which is continually altered rhythmically 
taking on va~ing emotional values a the rhythmic changes occur. 
While this Sonata was written at approximately the same time as 
the Seventh Symphoqy, it does nOt mirror the tragic world events 
as does that work. Rather, it moves with a light, almost gqy, 
touch. 
Sorabji, Kaikhosru (1895- ) English-Indian 
The forty-three page Sonata published in 1921 defies 
the usual rules of the sonata. Much like a brilliant conversation-
alist who talks knowingly on maqy subjects jumping from one to 
another with rapidity, so does this Sonata start brilliantly and 
then wanders rhapsodically from one idea to another. There is 
no recognizable form. The work is of incredible ·difficulty, 
both for performer and auditor. Sorabji was self-taught and felt 
that music should be only f or the initiated. He has created works 
for these elect. The style of the middle (Six, Seven, Eight) 
Sonatas of Scriabin is suggested. 
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Sonzogno, Guilio Cesare (1906- ) Italian 
Dating from 1948, this brief, one-movement Sonatina in Do 
is almost Mozartian in the transparency of its writing. I t relies 
on t he Alberti bass and, for a second theme, a simple sequence 
developed in octaves. The form is that of a sonata-allegro. The 
harmony is diatonic and the rhythm straight- forward. 
Spelman, Timothy Mather (1891- ) United States 
Composed from 1928 to 193~, the three-movement Sonata in 
D minor is traditionally romantic . The for.m of the first movement 
is a loose sonata-allegro, closely akin to the so-ca lled third 
rondo form. The main theme is diatonic over a simple harmonic 
basis and is indicative of the conservative approach throughout 
t he work. Both the slow movement and rondo are f acilely written, 
the themes being conventional . 
Spinner, Leopold (1906- ) Austrian 
.Among the few works published by Spinner is his 
Sonata, op. 3, of 1943 . He was influenced by Webern in his 
works, this Sonata being atonal throughout. It falls into 
three movements: moderato, allegro and allegro, the forms of 
which do not follow classical concepts . There is no tone- row 
but, rather, groups of tones of similar intervals which give 
unity to the various movements. For example, the first movement 
has numerous diminished octaves (or augmented sevenths) both 
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sounding simultaneously or as melodic intervals. 
Steinert, Alexander (1900- ) United States 
The one-movement Sonata was composed in 1930 and is 
extremely facilely written and admirably adapted for the piano . 
The writing and harmonic treatment are strongly suggestive of 
555 
the middle-period of Scriabin. There are examples of the melodic 
leap of a sixth so typical of SCriabin. The Sonata is never static, 
but always moving without ever appearing padded. 
Stockhoff, Walter (1879- ) United States 
This one-movement Sonata of 1916 is the product of a 
self-taught musician of st. Louis. The form is indefinite, 
consisting of various themes put together in a haphazard manner. 
There is a slow middle section reminiscent of the andante of 
Beethoven' s Appassionata Sonata. The harmony is of the simplest 
structure, while t he style relies almost exclusively on chromatic 
scales, arpeggios, scale passages in unison, interlocking chords . 
In short, Liszt ' s battery of effects without, however, any comparable 
understanding of that master. The themes are simple, diatonic 
motives which are not developed in the sonata idiom. 
Stravins~, Igor (1882- ) Russian 
After a youthful, tentative Sonata composed in 1904, 
Stravins~ • s only other Sonata was composed in Paris in 1924. 
It turns its back on the nationalism of the early ballets and 
seeks its inspiration from classicism, a Mozartian transparen~ 
in the first movement and a Baroque stateliness in the final 
two movements . Gone also is the virtuosity of the early Etudes 
which had posed numerous rhythmical and digital problems. The 
opening allegro is built on a gay theme developed sequentially 
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with a running eighth-note bass which persists with few exceptions 
for the entire movement. The sequence serves as the germinating 
idea for the entire movement and interesting harmonic manipulations 
are employed in the devel opment in which there are bitonal effects. 
The slow movement built over a simple harmonization consists of a 
long melodic line which is not dissimilar to the roulades of Chopin. 
Indeed, there is a certain affinity of mood and style between this 
and the slow movement of Chopin's F minor Concerto. The last 
movement is an impertinent toccata in which the dissonances are 
more biting than previously. It is mostly two-voiced writing. 
The main theme of this finale suggests the sUbject of the fugue 
in E minor from the first book of the "Well-Tempered Clavier". 
Tansman, Alexander (1897- ) Polish 
A Second Sonata was composed in 1929 while Tansman was 
still in Poland before emigrating to the United States. This 
work turns for its freshness to a use of dance rhythms. The 
first movement has as main theme a waltz melody, and a second 
theme in common time which likewise has a dance quality. The 
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slow movement is of unusual sobriety suggesting a funeral march. 
After a spirited scherzo, a mazurka serves as the finale, developed 
in the form of a rondo. Harmonically, the work is tonal with 
numerous dissonant passing chords. There are infrequent instances 
of bi tonality. The Fourth Sonata dates from 1941 after he had 
emigrated to the United States. Two pages of extremely dissonant 
parallel sevenths, fourths, and, later, sixths serve as the 
accompaniment to the andante Which constitutes the introduction 
to the first movement. The main theme, in unisons, continues 
for fifteen measures without altering the unisons. The exposition 
is repeated, an unusual procedure in modern sonatas, and there is 
no development. The second movement is free, an extended 
improvisation, after which the opening andante returns to usher 
in the finale Which is constructed on an unusually angular theme. 
The Sonata is extremely dissonant and not mel odic in any romantic 
meaning of the term. 
Tippett, Michael (1908- ) British 
This SOnata (1942) employs the simplest of harmonic 
backgrounds. The first movement consists of a series of six 
distinct sections each complete in itself. The first two and 
final sections are variants on the first theme. The intervening 
sections are totally different, the third built over ascending 
scales, the fourth on a continual dotted rhythm in the two voices 
and the fifth a toccata employing the unusual rhythm of 
a slow movement, a scherzo and a rondo follow Which adhere 
more closely to the usual forms. 
Toch, Ernst (1887- ) Austrian 
The First Sonata, op. 47, was composed in 1928 before 
Toch came to the United States in 1933. It consists of three 
movements, a sonata-allegro, an intermezzo, and a final allegro 
which follows loosely the rondo form. The work is not atonal 
but is definitely vague as to tonality with frequent modulations. 
There is considerable rhythmic freedom among the voices, for 
example, in the first movement marked "quasi toccata", the lower 
voice moves in 5/4 meter with the upper part moving in groups 
of three eighth notes, making for extreme complication of 
rhythm. The final movement is almost completely composed of 
only two voices. Not until the last page is one of the parts 
doubled by an octave or is an extra note added to spell a chord. 
Thomson, Virgil (1896- ) United states 
The three Sonatas of 1950 are no more than the briefest 
of sonatinas. They are extremely simple in form, harmonic basis, 
and of no technical difficulty. These works are designed as 
teaching pieces for students but are vastly superior to most 
such works as they are characterized by the discriminating taste 
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associated with Virgil Thomson. 
Turina, Joaquin (1882- ) Spanish 
The Sonata Romantique composed in 1910 consists of 
three movements, a series of variations, a slow movement, and 
a rondo. The work is high~ nationalistic and romantic 
uti l izing Spanish rhythms and melodic lines throughout. The 
Sonata, dedicated to Albeniz, suggests but remotely the maste~ 
and brilliant texture of Iberia. Of more stature is the Sonata 
Fantasia of 1931 ~ich i s comprised of two movements. The first , 
preceded by a lento, is a sonata-allegro and the second a series 
of variations on a chorale theme. The lento re-appears before 
the coda of the f i rst movement and before the last variation. 
The hannoni c background is of the simplest structure. There 
are occasional series of parallel fifths, but nothing more 
modern. The melodic lines rely on the usual idioms associated 
with Spanish music, dotted-note rhythms, triplet figurations, 
and regularity of the phrase groups. There is a brief Lisztian 
cadenza. The pianistic styl e is in the most conservative and 
traditional manner. 
Turner, Godfrey (1921- ) Uni t ed States 
The one-movement Sonata, no. 1, was composed in 1946 
and employs the full batte~ of dissonance, abounding in elevenths 
and thirteenths. The main theme is developed in a contrapuntal 
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manner with considerable motion in contrast to the second theme 
which moves more serenely. The movement is treated as a sonata-
allegro and ends in a brilliant pianistic climax. 
Wagner-Regeny, Rudolf · (1903- ) German 
These two Sonatas were composed in 1943 . They are 
neo-classic and completely detached from the anguish of the time. 
Wagner-Regeny had been a great favorite of the Nazi regime. The 
First Sonata consists of a sonata-allegro of modest proportions, 
a brief adagio followed by an andantino. The final rondo employs 
such an old-fashioned device as the Alberti bass. The Second 
Sonata consists of a sonata-allegro, the development and 
recapitulation of which are to be repeated, a Baroque slow 
movement and a rhythmical rondo in the spirit of the Sonata 
of Bartok. The style employed throughout is linear cont ra-
puntal wi th the exception of this aforementioned percussive, 
Bartokian rondo . 
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ABSTRACT 
Since in the twentieth cent~ the piano is no longer 
the important instrument that it had been in the nineteenth 
century, composers write less for it in aqy form, especially 
the sonata-form. .The most prolific composers have been the 
Americans and the Russians with Scriabin, Prokofieff, Medtner 
and Miaskowski extremely active. Prokofieff, for example, 
wrote nine sonatas. Many of the most important artists of the 
centu~ have completely ignored the form; Sibelius, Schoenberg, 
Debussy writing no piano sonatas whatsoever, and Strauss and 
Berg writing sonatas only in their youth. Bartok, Stravinsey 
and Ravel have each written only one work in this form. There 
is, nevertheless, a sizeable group of sonatas to be investigated 
as maqy composers have published works in this form. 
Sonatas from the following cotmtries were examined: 
Germaqy, Austria, Poland, Rotllllania, Czechoslovakia, Htmgary, 
Russia, France, Italy, spain, Latin America, Great Britain, 
and the United States. In considering each count~, a brief 
historical background of those composers writing piano sonatas 
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was included. The sonatas were analyzed according to: (1) musical 
form, (2) melodic content, (3) rhythmic elements, (4) harmonic 
characteristics, (5) contrapuntal devices, (6) pianistic styles 
and devices, and (7) general characteristics and trends. 
Contrasts, similarities, influences were noted and an effort 
was made to ascertain the directions the sonata style was follow-
ing in each of the countries. From the individual countries 
works of the following composers were examined: (Germany) 
Boris Blacher, Ferruccio Busoni, Helmut Degen, Wolfgang 
Fortner, Harald Genzmer, · Paul Hindemith, Karel Husa, Phillip 
Jarnach, the Sw'iss Rolf Liebermann and the Finn Yrjo Kilpinen; 
(Austria) Alban Berg, Gottfried Einem, Berthold Goldschmidt, 
otto Jokl, Ernst Krenek, Franz Salmhofer, Leopold Spinner, 
and Emst Toch; (Poland) Alexander Transman; (Roumania) 
Karol Ra.thaus; (Czechoslovakia) Alois Haba, Emil Axman and 
Erwin Schulhoff; (Hung~) Bela Bartok and Alexander Jemnitz; 
(Russia) Anatol Alexandrov, V. Belyi, B. Bogdanov-Berezovsky, 
Oleg Eiges, Jerz,y Fitelberg, Markian Frolov, Alexander 
Glazounoff, Eugen Golubev, Alexander Gretchaninoff, Dmitri 
Kabalevsky, Alexander Krein, Nicholas Lopatnikoff, Nicholas 
Medtner, Nicholas Miaskowski, Leonid Polovinkin, Serge 
Prokofieff, Serge Rachmaninoff, Yuri Schaporin, Anatol 
Schenschin, Alexander Scriabin, Dmitri Slostakovitch, and 
Igor Stravinsky; (France) Georges Auric, Ernst Bloch, Paul 
Dukas, Henri Dut'illeux, Vincent D'Indy; Darius Milhaud, 
-
Marcel Poot, Maurice Ravel and Daniel Reyneman; (Italy) 
Ziannotto Bastianelli, Valentino Bucchi, Mario Castlenuovo-
· Tedesco, Luigi Dallapiccola, Enrico Mainardi~ Ennio Porrino, 
and Guilio Oesare Sonzogno; (Spain) Emesto Halffter, c. 
Halffter, and Joaquin Turina; (Latin America) Jose Ardevo1$ 
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Jose Maria Castro, Carlos Olavez, Roque Cordero, and Juan Carlos 
Paz; (Great Britain) Arnold Bax, Lawrence Collingliood, Benjamin 
Dale, Howard Ferguson:, John Ireland, H. V. Jarvis- Read, 
Constant Lambert, Kaikhosru Sora.bji, and Michael Tippett; 
{United States) George Antheil, Samuel Barber, Hans Barth, 
John Becker, Paul Bowles, Louis Campbell-Tipton, Elliott 
Carter, Frederick Converse, Aaron Copland, Norman Dello Joio, 
Jacques De Menasce, David Diamond, Lehman Engel, Ross Lee 
Finney, Isadore Freed, Anis Fuleihan, Charles Griffes, Elliot 
Griffis, Roy Harris, Lou Harrison, Walter Helfer, Alan Hovhaness, 
Charles Ives, Werner Josten, Gail Kubik, Quinto Maganini, 
Alexander MacFadyen, Edward MacDowell, Leo Ornstein, Vincent 
Persichetti, John Powell, Roger Sessions, Harold Shapero, 
Arthur Stepherd, Timothy Spelman, Alexander Steinert, 
Walter Stockhoff, Alfred Swann, Virgil Thomson, and Godfrey 
Turner. 
It was found that most of the composers have 
followed the traditional sonata-form. Usually, a sonata-
allegro serves as first movement followed by a slow move-
ment and one or more rapid movements. The fugue appears 
often enough to be a significant device in the modem sonata. 
The most noteworthy examples are the fugues by Barber, 
Hindemith, Carter and Dutilleux. There are fine sets of 
variations in the Sonatas of Fuleihan and Dutilleux (Clloral 
and Variations). The later Sonatas (6- 10) of Scriabin 
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are exceptions to the usual form, consisting of but one 
movement with different metrical sections. There are 
distinguished one-movement Sonatas by Bax, Berg, Krein, 
Prokofieff in his First and Third, but the form, as devised 
by Liszt, has not attracted a wide following. Instances of 
this form among .American composers are the works of Barth, 
Harrison, Josten, Turner and steinert. Some few works 
are loosely constructed formally and suggest fantasies 
or rhapsodies rather than a traditional sonata-form. 
Such a work is the Sonata of Hovhaness which abounds in 
cadenzas and improvisatory effects. The Sonatas of Sorabji 
are likewise nebulous in structure and content. 
Greatest experimenting with rhythms is noticeable 
in works of the following composers: Scriabin who created 
complicated patterns involving binary and ternary rqythms in 
unusual combinations, Stravinsky, Krein, Harris, Bartok, 
.Antheil, Becker, Chavez, and Blacher, all of whom employ 
frequent metrical changes within a comparatively brief 
section. Ives and Sorabji, both highly daring, dispense 
with bar lines or metrical indications. 
Harmonically, there are a number of sonatas 
written in a conservative manner, even some of the more 
recent works. Instances of this conservatism are found 
in works of Campbell-Tipton, Maganini, MacFadyen, MacDowell, 
Converse, Powell, Shepherd, Steinert, Stockhoff, Collingwood, 
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Jarvis-Read, Dukas, D' Indy, Genzmer, Degen, Raphael, Rathaus 
Axman, Schulhoff, Gretchaninoff, Alexandrov, Glazounoff, 
Medtner, E. Halffter, Turina, Bastianelli, Castlen~ovo­
Tedesco, Bucchi, Mainardi, and J. M. Castro. Highly 
individual are the harmonic idioms of Copland, Griffes, 
Ives, Milhaud, .Ravel, Hindemith, Einem, Krenek, Husa, Bartok, 
Prokofieff, Kabalevsey, Scriabin, Slostakovitch, and Stravinsky. 
Free contrapuntal writing is responsible for some highly 
dissonant passages as, for example, a canon of three voices 
in the Bartok Sonata in which the three voices move at an 
interval of a ninthe Charles Griffes also achieved original 
effects from his use of dissonant contrapuntal voices. 
Stravinsky creates curious effects by the unusual contra-
puntal arrangements of his voices. Likevise, Scriabin with 
his use of the chord built upon fourths and the manner in 
which the ·voices are arranged is responsible for unorthodox 
harmonies. The counterpoint of Milhaud forms unexpected 
harmonies. Atonality is the basis for the Sonatas of 
Ardevol, Chavez, Dallapiccola, Liebermann and Spinner vith 
Spinner being the only one to adopt the twelve-tone technique. 
Such composers as Rachmaninoff, Lopatnikoff, Miaskowski, 
Golubev, Frolov employ a form of contrapuntal writing which 
is more pianistic than intellectual. It is designed to bring 
out the richest possible sonorities from the piano. 
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While there . is considerable ingenui~ and originality 
of style, the traditional idioms of Chopin, Schumann, Brahms 
appear in many of the works, even up to the present. In 1943, 
Lopatnikoff imitates the style of Chopin while at the same 
time Prokofieff in his Eighth Sonata writes in the manner of 
Schumann. Brahms' influence is selt in Arthur Shepherd, 
Medtner, Ra.thaus and Goldschmidt. The techniques of 
impressionism do not lend themselves to the formality of 
the classic sonata-form although Ravel, R4Yneman and Auric 
have composed sonatas in the idiom. There are instances 
of slow movements which are influenced by some of the 
impressionistic devices as, for example, the slow movement 
of the Elliot Griffis Sonata. Likewise, there appear brief 
passages which are reminiscent of impressionistic tone-
painting in a number of different sonatas. The style of 
Scriabin is unique and Jllay be termed a considerable contribu-
tion to piano technique. He employs widely-spaced figurations 
which cover the k~board with their complexity. H~ seems to 
have had few imitators besides his immediate pupils, Polovinkin, 
Pavlov, Sabeneiev, Shapashinko, and Melkikh. Highly original 
styles occur in the writing of Olarles Ives vho creates massive 
chords in complicated r~hmical patterns, in John Becker vho 
experiments vith percussive sounds in involved figurations 
often without aqy semblance to usual melodic lines. The 
Liebermann Sonata abounds in unusual effects. Bartok has 
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utilized percussive chords as well as dissonant counterpoint 
and qy such unusual devices as broken chords in contr~ motion, 
octave passages at the interval of a ninth has achieved unique 
sounds. Antheil attempts to depict the sounds of an airplane 
in his "Airplane" Sonata which he achieves qy a very free 
counterpoint and highly unorthodox harmonies. 
Among individual composers, Dutilleux, Medtner, 
Miaskowski, Rachmaninoff, Bax, Fuleihan, stravinsky have 
written distinguished works. Those sonatas that seem most 
successful are those of Charles Griffes, Bartok, Barber, 
Dukas, Hindemith, the mature works of Scriabin, Kabalevsky, 
and the later works of Prokofieff with particular emphasis 
upon his Seventh Sonata. 
The debt of the United States composers to European 
models is eve~ere apparent from the works of the German-
trained MacDowell to the present composers. MacDowell follows 
faithfully the traditional forms choosing, however, themes of 
a nationalistic nature which identi~ him with American folk-
lore in the manner Grieg is identified with Norwegian idioms. 
Arthur Shepherd, John Powell and Roy Harris are strongly 
influenced qy native American themes. With the advent of the 
19201s, however, composers adopted the cosmopolitan style of 
the neo-classicists and the nationalistic element faded. The 
Sonata of Copland, for example, does not reflect an American 
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idiom even though he has used Such themes to great success in 
such works as his ballets. In the distinguished and recent 
Sonata of Barber, there is no hint of any American influence 
insofar as melodic line is concerned. 
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Biographical Sketch 
Henry Samuel Wolf (1915- ) was 
born in Hampton, Virginia, son of 
Martha Santee and Russell Phillips Wolf, 
teacher from 1909 to his retirement in 
1953 at Hampton Institute, Virginia. 
Wolf attended William and M~ College 
(A. B. 1934), the New England Conser-
vato~ of Music (Mus. Bac. 1937), and 
Harvard University (M. A. 1939) . 
Prior to the Second World War, he 
taught (1937-38) piano at the Fessenden 
School for Boys, West Newton, Massachusetts, and from 1940-41 
at Hampton Institute. During the War, he served as Lieutenant 
in the United States Navy, holding such posts as Communication 
Officer, Port Director Officer in Palermo, Sicily, and as 
Attorn~-General of American Samoa. Since 1946, he has 
taught music history, theory, and piano at Morris Harv~ 
College, Charleston, West Virginia. 
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